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The purpose has been to prove that there are con-

nections between the visual arts (including architecture)

and music. In the development of the argument it is shown

that common themes exist in the arts, such as style, form,

balance, line, color, and texture. Examples of piano music

are offered from the last 100 years that show, to a greater

or lesser extent, the influence of art. In some cases this

is simply a matter of titles, whereas in other instances,

such as Mussorgsky's Pictures at an Exhibition, the influ-

ence goes deeper.

In the final chapter the proposition is presented that

the composer himself sometimes acts as a painter, portraying

concrete images directly in music. Examples are offered

of piano pieces depicting people, animals, places, objects

or activities.



PREFACE

Great nations write their autobiographies in three
manuscripts, the book of their deeds, the book of
their words and the book of their art. Not one of
these books can be understood unless we read the
two others, but of the three the only trustworthy
one is the last. 1

One of the problems encountered by the student of com-

parative arts is the tendency of each art toward special-

ization. However, Lord Kenneth Clark points out in his

Civilisation that there are common threads in the arts that

link styles and ideas. Edward Lockspeiser notes that

although the idea of common goals in the arts was primarily

a nineteenth-century ideal, connections between painting and

music can be traced back at least as far as Nicolas Poussin.2

The purpose of this paper is to consider the hypothesis

that during approximately the past 100 years an especially

interesting connection has existed between music and the

various visual arts, including architecture. Probably no

art form remains eternally isolated from others, although

one may for a time become more prominent or seem more

advanced than another. The student of comparative arts

1Kenneth Clark, Civilisation (New York, 1969), p. 1.

Edward Lockspeiser, Music and Painting(London, 1973),
p. 2.
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finds similarities of idea and content in media dealing with

totally different techniques and materials. For example,

whereas the Impressionists made their mark first in painting,

with counterparts in symbolist poetry, it was simply a

matter of time before these influences were manifested in

the musical world. The art form, in other words, is an

authentic product of its times. Repeatedly this principle

of correspondences has surfaced in the study of! music.

It is not even necessary to go to the past to observe

this principle at work. The translation of Paul Klee's

paintings into music by Gunther Schuller is a contemporary

example of this close relationship between the various arts

at a given point in time. Indeed the appearance in Spring,

1973, of Lockspeiser's Music and Painting serves as an

example of how a scholarly interest in this relationship

has grown up in recent years.

The reason for limiting this paper to piano literature

reflects two things: first, the writer's greater know-

ledgeability in this area, and second, the desire to show

that such discussions as this one can be limited to a single

musical medium and still be fruitful. Any attempts here to

establish such a connection for other media will be on a

much more general level, and it is hoped that others may

find the time and interest to apply this same line of

approach to such media as orchestral music, the art song,

and other musical forms.
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CHAPTER I

VISUAL ARTS AND THE COMPOSER:

THE ARGUMENT

On a recent television series concerning the evolution

of modern music, Gunther Schuller, composer-conductor,

stated:

There is a definite relationship between the visual and
the musical arts. The disciplines seem to serve as
catalysts for each other. If one changes and makes
dramatic inroads into a new style, the other disciplines
seem to pick up the changes and follow.1

Throughout history there have been times in which there

has been a noticeable interrelationship of the arts. While

such points of correspondence may affect no more than two

different arts at any one time, the matter of just which two

of these actually evinces such a correspondence is highly

variable. While at times, for example, music may be closer

to literature (as during the first half of the nineteenth

century), at other times the relation may be to some other

art such as sculpture, architecture, or painting. A

noticeable change of orientation along these very lines is

a definitive fact of recent history. This is indicated by

1Dallas Sunday News, July 8, 1973, TV section, p. 57.
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the English writer Donald Mitchell in his book The Language

of Modern Music:

To draw a parallel between Cubism and the New archi-
tecture, on the one hand, and Schoenberg's Method on
the other, is to plot a genuine identity of pattern
between the arts in a given period; and, in fact, the
parallel between the developments of Cubism and serial
technique runs more strictly than I may have suggested.
For instance, can it be doubted that the abandonment
of tonality in music is not matched in painting by the
abandonment of perspective? So remarkable is the
coincidence of principle in both these historic mani-
festations of the New that one might almost suspect
collusion! And collusion, of a kind, is just what we
encounter in this remarkable alignment of eruptive
events in two of the major arts of the century,
upheavals which occurred, amazingly enough, in the same
years--1907-8. There could hardly be a clearer case 2
than this of the 'common background' shared by artists.

What Mitchell refers to is not simply a phenomenon of

the present century, however, since composers and artists

also shared like interests in Impressionism, a movement

which first began in painting. Terms and ideas from this

movement in art were borrowed by musicians such as Debussy

and Ravel. The principles of Impressionism in art soon

became apparent in music.

The problem of the researcher in the field of

comparative arts is compounded in a number of ways. For

instance, while a trend in one art may exert significant

influence on one or more other arts, the tendency may some-

times be quite isolated. It may even be localized to the

work of a single artist or even to a single art work. For

2Donald Mitchell, The Language of Modern Music (New
York, 1966), p. 77.
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example, a building may become the inspiration for a painting

or piece of music, or a piece of music become a "blueprint"

for a building or inspire a painting, without implying that

all buildings are "musical" or that all musical compositions

are or should be about buildings. However, as Curt Sachs

has suggested, there often is a kind of zeitgeist which

makes for interdisciplinary parallels. He writes as

follows:

Is there a common factor and tertium comparationis
in creations as different as a church building, a
symphony, a stage performance, a dance, a novel, a
landscape painting? . . . The architect creates in
stone and steel, the musician in tones, the dancer in
his body, the poet in words, the painter in colors.
And he who wants to compare can certainly not straight-
way cross from bricks to words or gestures, to colors
or tones. But the meaning and soul that the artist
infuses into his work are beyond technique and material,
beyond all writing, carving, and building, beyond
melodic intervals, verse meters, and tints. It is an
eloquent message from man to man and has therefore its
law in man himself--in man as he feels and is at a
certain moment of history and in a certain social or
national habitat. Much in the same way as our gestures,
words, and eyes unite in expressing the same emotion
of our self, to whatever different fields of physiology
they may belong, the arts reflect man's will and
reaction however different they may appear to the
senses. And since they emanate from the same center,
they can, indeed they must be compared.3

It is probably wise to emphasize once again that

problems are bound to arise in the attempt to trace such

parallels as Sachs implies. The various art media differ

from one another in many ways. For example, painting as an

3 Curt Sachs, "The Commonwealth of Art," a lecture
delivered by Curt Sachs, April 25, 1949, The Louis Charles
Elson Memorial Fund, Library of Congress, pp. 7-8.
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art form tends to be more specific than music in regard to

subject matter, although it is as a rule less specific than

literature. As a representational art form, "painting can

imitate, to a very close approximation, visual scenes from

life."?4  The painter may be only barely acquainted with his

specific subject matter and yet successfully recognize and

imitate by his art scenes which are universal in their

appeal. His basic stimulus is his imagination, and his

primary materials are the brush, canvas and paints. Because

in general the picture captures only one scene and not a

succession of scenes or events, it is apt to be more static

in conception than either literature or music, which are

arts of time. Thus literature generally and music in a few

instances such as Richard Strauss's Till Eulenspiegel will

tend to portray life in a sequence of scenes or actions.

(It should be mentioned in passing that a painting of the

magnitude of Michelangelo's Sistine Chapel ceiling does

indeed involve a succession of scenes and is an organic

composition of unique design, but for the most part,

paintings are of only one scene or mood.)

Painting may be quite powerful in its suggestiveness

and convincing in characterization because of its ability

to depict. It can suggest a great deal about the spirit of

its times, attitudes, and customs. For example, Rembrandt's

4 John Hospers, Meaning and Truth in the Arts ( Chapel
Hill, 1946), p. 41.
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Dr. Tulp's Anatomy Lesson captures the interest and concern

of the surgeons as they watch the doctor begin a dissection

of the cadaver of a recently deceased criminal.5 This

painting suggests more concerning the times and customs

than it actually portrays.6

One writer has observed, "The exquisite thing about

music is that it is abstract."7  Compared in fact to tradi-

tional attitudes as reflected in painting and literature,

music is probably the only truly abstract art.8

Literature, to achieve its effects, requires that the
meaning of words be digested and the thought behind
those words arouse a feeling. But it does not work
directly on the sensory system. Music, like painting,
does; and music does so even more than painting, or
the other visual arts. And no one knows quite how it
works. Music is the ultimate aesthetic mystery.9

If music is "the only truly abstract art," it is then

by definition nonrepresentational, in the sense that it does

not portray people, things or events in as graphically vivid

a way as they can be represented in literature or in painting.

This is a matter about which writers have recently come into

considerable disagreement. Perhaps it would be clearer to

say that music without the help of words, cannot "name" or

5John Berger, The Moment of Cubism (New York, 1969),
p. 55.

6William Fleming, Arts and Ideas, 3rd ed. (New York,
1968), pp. 372-373.

7 Gene Lees, "Music is Music," High Fidelity Magazine
(October, 1971), p. 32.

8Ibid., p. 32. 9Ibid., p. 32.
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designate persons, places, or objects. Music can, through

the medium of a literary program, "tell" a story, and it

may evoke the impression or set the mood which in turn can

be connected with a specific person, place, or event. Naming

objects or actions by "more or less exact reproduction of the

sound associated with it" is known as onomatopoeia. 1 This

is definitely seen in the works of Messiaen where bird calls

are imitated or--to move to an example from American semi-

popular music--in the orchestral piece The Typewriter by

Leroy Anderson. This composition "includes a part for an

actual typewriter to be played by a member of the percussion

section of the orchestra." 1 There is also a bell for the

sounding of the carriage return.

Music seldom reproduces nature sounds directly since

these are rarely reducible to the musical scale except in

the field of electronic music. "It is true that certain

combinations of notes can, by sundry conscious or unconscious

associations, serve to remind us of, or evoke in us the

impression of, certain scenes, or objects or events in

nature and life, including sounds.,"1 2  This would include

bird calls, wind, sea, bell effects, rain, or other nature

10 Webster's New International Dictionary of the English
Language, 2nd ed.7Tpringfield, Mass., 1955

11 Stanley Dance, Making Music Your Own (New York, 1971),
p. 1.

1 2 John Hospers, Meaning and Truth in the Arts (Chapel
Hill, 1946), p. 43.



sounds. However, whereas literature depends on evocative

terminology to produce a desired reaction in the reader,

music depends basically on harmony, rhythm, and melody to

evoke a mood or response.

Music as an art bases its appeal on the sensuous
beauty of musical sounds. . . . Music begins as a
disturbance in the air; yet it is a disturbance that
reaches to the farthermost limits of man's emotional
and intellectual life. . . . Tone is fluid. . . . A
tone assumes meaning only from its association with
other tones. . . . Music suggests elusive states of
mind.13

"Music . . . is the language beyond language: it is

superverbal." The same writer also stated, "If music has

powers to soothe the savage breast, it has the contrary power

as well." 14  Dr. E. Thayer Gaston has stated: "Music has

spoken for man and to man when words could not."5 According

to another writer, music can have meaning, then, because it

is a language of the heart.16

Sachs suggests that music, like other media, can have

static or dynamic qualities. The former he calls "cool" and

the latter "hot."

Art--every art--moves alternately to the warmer and
to the cooler side; it changes direction when coolness
threatens to stiffen in academic frigidity, and again

13 Joseph Machlis, The Enjoyment of Music, 3rd ed.
(New York, 1970), p. 5. ~~~

14 Lees, op. cit., p. 32.

15 C. J. McNaspy, "Does Music Mean Anything?" America,
Vol. CVII (July 7, 1961), 468.

1 6 Herbert M. Schueller, "Correspondences Between Music
and the Sister Arts, According to 18th-Century Aesthetic
Theory," Journal of Aesthetics and Art Criticism, Vol. XI
(1952-53), 346.
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when warmth threatens to dissolve all art in an over-
heated chaos. . . . All the arts share in these
reversals, styles, and cycles.17

In different phases of history certain arts have

developed their own styles and rules based upon matters of

medium and technique. This has tended to force the arts

apart, each art having its own critics and concerns. Music

critics today rarely know much (in a professional sense)

about painting, and the same would undoubtedly apply in

reverse. On the other hand, as has been shown, there have

always been "universals," or ideas affecting not merely one

art but many. The history of such interconnections or

common themes is almost certainly as old as the idea of the

separation of arts. The Greeks almost automatically

associated music with certain of the other arts: poetry,

drama, and the dance. As a matter of fact, the Greek word

mousikE', in its wider sense, implied a combination of

several arts. The Greeks can be said then, to have

considered several of the arts as depending upon one another

for completion rather than as independently complete.18 As

sculpture and painting enriched architecture, so music

enriched poetry, drama, and dance, and certain aspects of

proportion in painting, sculpture, and architecture appear

17 Curt Sachs, "The Commonwealth of Art," a lecture
delivered by Curt Sachs, April 25, 1949, The Louis Charles
Elson Memorial Fund, Library of Congress, pp. 13-15.

1 8 Paul Henry Lang, Music in Western Civilization
(New York, 1941), pp.1-20.



actually to have been drawn from musical relationships and

ratios as these were established by Pythagoras.1 9

Whatever the Greek attitude toward intermixing of the

arts, it is apparent that such ecumenic has not consistently

been practiced since their time. During the early Christian

era the interconnection of the arts was disparaged due to

a number of circumstances. Roman music was usually

associated with pagan rituals and practices frowned upon by

the Christian church, so the church developed its own

separate musical traditions.20 The Judaic interdiction of

the making of idols inhibited for some time the use of

sculptural and painted representations.2 1

"For the Hebrews music was a musica sacra, a bridge

linking humanity to the spiritual world that is above

nature." 22  This attitude of the Hebrews prevailed to a

great extent also in the Christian church, although what

happened contemporaneously in secular music is only partly

clear, since much of this music was not preserved. In the

time known as the Romanesque period (which began around

1000 A. D.) we notice a definite unification of the arts.

During this style period "music is thus united with the

1 9 Paul Henry Lang, Music in Western Civilization
(New York, 1941), pp. 16-18.

2 0 Donald Jay Grout, A History of Western Music (New
York, 1964), pp. 19-20.

21Aron Marko Rothmuller, The Music of the Jews (New
York, 1954), p. 13.

22 Ibid., p. 24.

9
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other arts of the time in seeking to expand. As with the

other arts, this expansion is not merely one of bulk or

dimension, but of decorative detail in constantly increasing

complexity." 23

In tracing the interrelationship onward to the present

day, various connections appear. Much the same as was said

of Romanesque style could be said of the period following:

The Gothic style of architecture was not a separate develop-

ment from the other arts, and the interrelationships were

exemplified in the craft of the cathedral builders.

A cathedral is, of course, primarily a religious center,
but in a time when spiritual and worldly affairs were
interwoven, the religious and secular functions of a
cathedral were intermingled. Its nave was not only
the place for religious services but, on occasion, a
town hall where the entire populace could gather for
a meeting. The rich decorations that clothe the body
of the cathedral told not only the story of Christianity
but also the history of the town and of the activities
of its people. The cathedral was thus a municipal
museum on whose walls the living record of the town
was carved. The iconography of a cathedral dedicated
to Notre Dame was by no means concerned only with
religious subjects. Since the Virgin Mary was also the
patroness of the liberal arts, her cathedral was often
a visual encyclopedia whose subjects ranged over the
entire field of human knowledge. The pulpit was not
only the place from which sermons were preached but
also a podium for lectures and instruction. The
sanctuary was the theater in which the constantly
changing sequence of the religious drama was enacted;
outside, the deep-set portals served as stage sets for
the mystery plays appropriate to the season, and the
porches became platforms from which minstrels and
jugglers could entertain their audiences. The stone
statues and stained glass were useful not only as
illustrations for sermons but as picture galleries to

23 Alan Rich, Music Mirror of the Arts (New York, 1969),
p. 45.
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stimulate the imagination. The choir was not only the
setting for liturgical song but a concert hall or opera
house, where intricate polyphonic motets were performed
and the melodies of the religous dramas were chanted.24

Gothic music is known today by its rhythmic and melodic

structures but cannot be experienced in the same light as it

was during its day. As Fleming states, when the harmonies

are heard in our modern buildings they tend to sound hollow

rather than dynamic and colorful.2 5  This change takes place

all too often when a work of art is transferred from its

original setting.

Gothic music takes its place alongside the structural
system, sculptural embellishments, and stained glass.
. . . Just as the Gothic cathedral was the culmination
in the long process of reconciling the northern urge
for verticality with the southern horizontal basilica
form, so Gothic music was the union of the northern
tradition of many-voiced singing with the southern
one-voice tradition.26

The static and "cool" nature of music during the Ars

Nova (14th century) was reinforced by the systematic

codification of rhythm. This occurred the same time that

a strong sense of metric arrangement reappeared in

sculpture. 27

"With the advent of the late Gothic period . . . the

emphasis in music underwent a striking change from the

sacred to the secular." 28 The older cantus firmus

24 William Fleming, Arts and Ideas, 3rd ed. (New York,
1968), p. 182.

2 5Ibid., p. 198 26 Ibid., pp. 198-99.

2 7 Curt Sachs, The Commonwealth of Art (New York, 1946),
p. 81.

2 8 Willi Apel, "History of Music," Harvard Dictionary
of Music, 2nd ed. (Cambridge, Mass., 1969
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with several texts, independent voice lines and abstract

structure evolved into a style where the melody was incor-

porated into music and flowed along in a planned harmonic

framework.

At the same time sculpture and painting broke from

rules and tradition and reflected more imagination, detail,

and color. Sculpture became dramatic and naturalistic.

Nature became a guide in drawing. Artists were attempting

to break away from stasis. As an example of this, a

painter by the name of Duccio di Buoninsegna painted the

front of his Maesta in static style but added to the back of

his painting a depiction of the life of Christ using

imagination and dynamic power.2 9  Music reflected elements

of both the static and dynamic. Along with the incorporation

of the third as a consonance, melodies were ornamented more

and syncopation came into use.30

Clearly, the composer at the end of the Middle Ages,
along with the writer and the painter, is beginning
to react with an awareness of the world around him.
His predecessors found inspiration from more abstract,
mystical sources, and expressed this inspiration in an
art that was austere, purposefully symbolic, somewhat
infused by awe. Now, at the dawn of the Renaissance,
art begins to concentrate on human proportions, and to
reproduce things as seen by the human eye and heard
by the human ear. Art, in other words, has begun to
mirror life.3 1

2 9 Curt Sachs, The Commonwealth of Art (New York, 1946),
p. 84.

30 Ibid., pp. 85-86.

31 Alan Rich, Music Mirror of the Arts (New York, 1969),
p. 57.
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Music,not being perceivable at once like painting, is

almost necessarily a dynamic art by nature. However, we

notice that in some periods this dynamic aspect of music is

more important than in other times. The arts, having leaned

toward the dynamic at the close of the Gothic period tended

to return to the static with the Renaissance.32 However,

at the same time, the maturation of man's idea of himself as

a noble dynamic creature was beginning to be felt.33 During

the Renaissance many changes in music took place including a

shift back to an emphasis on sacred music. Composers began

thinking vertically in terms of sonority. The bass line

took on a new role serving as the foundation for harmony.

Harmony was not only stressed in music but in architecture

as well, reflecting the old Greek idea of Pythagorean pro-

portions. Horizontal and vertical forces were balanced in

mutual agreement. Old buildings and ruins of art were not

repaired, but the new era looked to the past and benefited

from past experience.

Humanism and Renaissance, viewed through the acts of
their leading representatives, did not attempt a
studied reconstruction of old ruins, but contributed
toward the building of a new world according to
original plans, utilizing experience gained in the
past. They did not want to resuscitate a forgotten
civilization: they searched for a new life of their
own.34

32 Curt Sachs, The Commonwealth of Art (New York, 1946),
p. 85.

3 3 Paul Henry Lang, Music in Western Civilization (New
York, 1941), p. 169.

4Ibid.,p. 189
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These original plans were perfected and reinstated in

a new architectural setting. The Roman columns were brought

back to life and the Gothic pointed arch or ogive gave way

to the semicircular arch. Sculptors and painters struggled

for realism and portraits were strict. With Renaissance

architecture the utilization of space was well-planned. No

direction was predominant but the attempt was made to achieve

balance of forces. Along with architecture music was also

fairly static.

Renaissance ideas also had their effect on dancing,

which now became an art in itself. Impulse and passion were

replaced by a set of rules on positions, steps, and correct

figures.

In France the art of the dance was so strongly rooted
as to become almost a second national language. . . .
Not until the sixteenth century, however, did the
demands of the dance become strong enough to attract
the attention of the serious composer. Now we begin
to find dance music emerging as an important art form
in itself.35

In this age of "rebirth," the "sources of knowledge and

beauty" were rediscovered and the doctrine of the era was

balance, harmony, and clarity.3 6

This did not last, however, since towards the end of

the Renaissance the arts took on a frequently unsettling

quality.

35 Alan Rich, Music Mirror of the Arts (New York, 1969),
p. 90.

3 6 Paul Henry Lang, Music in Western Civilization
(New York, 1941), p. 171.
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There is a purposeful use of unreal, lurid lighting,
and of faces and bodies that twist and writhe with
inner passion . . . . Distortion of line and form was
used also by the German painter, Mathias Grunewald,
as in the Crucifixion from his Eisenheim altarpiece.
* . . Distortion affected music, too, late in the
century, as many composers took a new, free approach
to the use of dissonance.3 7

Chromaticism, which is reflected in the compositions of

this time, is another aspect of this same tendency to distort.

The Italian prince Carlo Gesualdo wrote many madrigals and

in them boldly advanced harmony. He used

unheard-of inversions of altered seventh chords in
shifts and modulations of the weirdest kind, with
appoggiaturas, changing notes, interrupted cadences,
harshly dissonant entries, and chromatic progressions,
which are always fascinating and often of irresistible
beauty.38

This spirit of wild distortion and exaggeration con-

tinues into the subsequent period. Struggling against rules

and forms, the Baroque contained definite trends of the

dynamic. The early Baroque was an important period for

music in its progress toward a development of the dramatic

and theatrical.

The Baroque. . . relied on boundlessness, change, and
appearance. It overtaxed the possibilities of the
stage, of stone, of music, of instruments. It mingled
the arts, mixed painting and sculpture with archi-
tecture, and music with speech and space, and united
all of them in the Gesamtkunstwerk of the opera. It
fused the divine and the secular, the holy and the
erotic, and even lifted the barrier that separates
the work of art from life and nature. It strove for

37 Alan Rich, Music Mirror of the Arts (New York, 1969),
pp. 100-101.

3 8 Curt Sachs, Our Musical Heritage (Englewood Cliffs,
N. J., 1955), p. 177,



16

impressive sizes--of buildings, paintings, music pieces
and performances, instruments, scorebooks--and, being
picturesque, in art and costume gave color, light and
shadow a never-heard-of significance at the cost of
line and drawing.3 9

During this time of adventure and change, architecture

featured twisted columns, elaborate decoration and winding

scrolls. Work of this era featured freedom in lines and

colors and as a result, this art was fluid, vital, emotional

and complex. Painting was contrasted with high intensities

of light and shadow and the development of rich color patettes.

Dramatic stories of the Bible were presented in curves and

colors with vitality and tremendous power.

Each of the Venetian arts also shows an affinity for the
reconciliation of opposites with the notion of height-
ening the sense of drama and involving the observer
and listener on as many levels as possible. Especially
is this evident in the case of textures--with architects
contrasting smooth with rough or rusticated materials;
painters contrasting clothed and nude figures or metal
and glass objects against rustling silks and satins;
and composers alternating voices and instruments, large
and small ensembles. The increased dimension in all
the arts is also striking. . . . The growth in the size
of paintings . . . is a phenomenon in itself. . . .
The grandeur of sound produced by the vast musical
resources that Gabrieli marshaled for his polychoral
motets also exceeded anything before their time. The
Venetian ideal of the human figure is likewise large
and ample.4 0

A cross fertilization between the arts can be seen

during the Baroque age with the many works of Nicolas Poussin

having been inspired by a musical ideal.

3 9 Curt Sachs, The Commonwealth of Art (New York, 1946),
p. 357.

4 0 William Fleming, Arts and Ideas, 3rd ed. (New York,
1968), p. 318.
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Sir Anthony Blunt, the authority on Nicolas Poussin,
established that certain landscapes and mythological
scenes in the work of this classical artist of the
seventeenth century had been inspired by the particular
character of the Renaissance modes, that is to say by
the sequence of notes in a scale upon which modal music
was based and which ultimately led to the major and
minor modes of the diatonic system.4 1

Mr. Blunt also states, "No artist before Poussin seems to

have applied the idea of the modes to painting with the same

remarkable results."4 2  In 1647 Poussin wrote:

I want to inform you of an important matter regarding
the manner in which subjects for painting are to be
observed. . . . I hope by the end of the year to have
painted a subject in the Phrygian mode, that is to say
a mode which is violent and furious, very severe and
calculated to produce amazement.4 3

An attempt to portray pictorially the presumed emotional

character of particular modes was a novel approach, whether

or not it was as historically based as Poussin may have

assumed.

An example is the severe Lydian mode illustrated in
the gravity of a picture of Poussin entitled
Lamentation over the Dead Christ. . . . Here people
are assembled around the tomb of Christ in sorrowful
postures and are combined in a composition depicting
grief. This represented a new approach to methods of
painting. Eighteenth-century art historians applauded
these methods. 'Each picture should represent a mode
in agreement with its character,' declared Antoine
Coypel. 'The heart can likewise be moved by the ear
and the eyes. A mode must be chosen appropriate to
the subject and its true character of joy, horror or
sadness conveyed at a glance. '44

4 1 Edward Lockspeiser, Music and Painting (London, 1973),
pp. 30-31.

42Ibid., p. 32. 43Ibid., p. 145. 44Ibid., p. 146.
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There were noticeable parallels between architecture

and music in the Baroque age. The towering polyphony of

Bach's music has been compared to the quality of Gothic

architecture.45 In a Gothic cathedral the two arts were

physically "united as a phrase was echoed back and forth

over the heads of the congregation, from gallery to gallery,

from one choir to another, voices alternating with instru-

ments and high voices contrasted to low." 4 6  Manfred Bukofzer

stated: "Rarely again have music and architecture been so

closely associated as in the Baroque period when space as

such became an essential component of musical structure."4 7

Near the end of the Baroque age, the arts sought still

more liberation from the customary ideals. They acquired

more traits of the dynamic in a style or movement known as

the Rococo. This flourished in France and is seen both in

clavecin music and in architecture where decorative art was

dominant and exaggerated.48 Kenneth Clark observed a rela-

tionship between the architecture of this period and music.

He stated: "The rhythms, the assonances, the textures, have

the effect of music."49

4 5 Kenneth Clark, Civilisation (New York, 1969), p. 226.

4 6 James .Smith Pierce, "Visual and Auditory Space in
Baroque Rome," Journal of Aesthetics and Art Criticism,
Vol. XVIII (1959-60), 57.

47 1bid., p. 55.
48William Fleming, Arts and Ideas (New York, 1968),

p. 198.
49 Clark, op. cit., p. 237.
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Styles do not emerge overnight, but new and old trends

often tend to live together. Gradually one overpowers the

other and becomes more prominent producing new ideas,

fashions, and life styles. With the dawning of the eigh-

teenth century there was a definite interest in nature on

the part of writers, painters, and musicians alike. In

painting and music, artists strove for the charm of nature

and shared the idea of seeking to produce the natural.50

The ideal music in the eighteenth century, then, might
be described as follows: its language should be
universal, not limited by national boundaries; it should
be noble as well as entertaining; it should be
expressive within the bounds of decorum; it should be
natural, that is, free of needless technical compli-
cations and capable of immediately pleasing any normally
sensitive listener.5 1

Grout also states that rulers were interested in social

reform programs. During this time the middle class rose to

a position of affluence, so art and learning became popu-

larized and concerts were no longer designed for only one

group of people.5 2  It was now the common people who wrote,

read, bought pictures, composed, listened, and constructed

buildings.

5 Donald, Jay Grout, A History of Western Music, rev.
ed. (New York, 1973), pp. 448-452.

51 Donald Jay Grout, A History of Western Music, 1st ed.
(New York, 1960), p. 415.

52 Ibid., p. 413.
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Many of Watteau's pictures were painted for bourgeois
walls. . . . One of (his) most significant pictures
was painted for a Paris art dealer. . . . The vast
majority of Voltaire's and Rousseau's readers were
members of the middle class. . . . The collective
patronage of the concert hall replaced that of the
restricted court circle. Instead of aiming to please
one patron, the composer and virtuoso now tried to win
the favor of the many. Mozart, for one, felt strong
enough to break with his tyrannical archbishop and
strike out as an independent composer; and it is far
from an accident that his great opera Don Giovanni was
commissioned for the municipality of Prague rather than
for the royal capital of Vienna.53

Music of this age was rarely expected to tell a story or

to let one give way to his emotions, but rather to be clear,

with emphasis on balance and reason, and to stay "within the

frame" like a picture, so to speak. The classic spirit in

music is seen through the works of Haydn, Mozart, and

Beethoven in the form of the sonata. It is true that these

composers never ceased to experiment with new ideas, but

the classical elements of their work nonetheless emphasized

perfect balance of form and content.5 4

During this period drama, poetry, painting, architecture,

and music looked back once again to Greece and Rome. An

interesting dichotomy emerges toward the close of the classic

period, however, which paves the way to music's link to

literature. Throughout the eighteenth century there had

53William Fleming, Arts and Ideas, 3rd ed. (New York,
1968), pp. 414-15.

54 Joseph Machlis, The Enjoyment of Music (New York,
1955), pp. 209-221.
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been those who espoused the idea of a complete separation

of all the arts. Lessing was one who held this theory.

He advocated in his most significant essay on art, the
Laocoon, a strict separation of the pictorial and the
poetic, and drew for both areas as sharply as possible
the boundary-lines of what was there representable.
Had he lived longer, he would have resisted passionately
the intrusion of the 'musical' into poetry and painting,
on the grounds that it was a mysterious, disruptive,
uncontrollable ingredient.5 5

This became a distinctly minority view in the nineteenth

century, during which the Viennese critic Eduard Hanslick

(1825-1904) was among the few who continued to favor a clear

separation of the arts.

To the Romantics, . . . the arts merged into one. This
tendency was so strong that it could not be resisted
even by certain very great spirits born and reared in
the clear air of the 18th century. Schiller, in his
Braut von Messina (1803), reintroduced the Greek chorus
with the express intention of achieving in the tragedy
"a certain liberation from the confines of the actual,"
just as he had found it achieved in opera. Both Schiller
and Goethe looked with some envy on the nature and
development of opera; Mozart's Don Giovanni made a deep
impression on Schiller, The Magic Flute, a deep
impression on Goethe--so deep that he tried his hand at
a continuation, a second part. It is significant that
this period straightway supplied musical background for
Shakespeare's later works, particularly The Tempest,
which has much in common with The Magic Flute. More
than once The Tempest was reworked into an opera--for
example, in 1798 by the South German Johann Rudolf
Zumsteeg, and again in the same year by the North
German Johann Friedrich Reichardt. What is the second
part of Goethe's Faust but the literary counterpart to
a magicc opera"--to, one might almost say, a "grand
opera"? At all events, it is impossible to think of
Faust II, or to present it, without music.5 6

5 5 Alfred Einstein, Music in the Romantic Era (New York,
1947), p. 20.

56 Ibid., p. 21.
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The German writer August Wilhelm Schlegel stated,

"Statues should be enlivened into paintings, paintings should

become poems, poems should become music."57 Musicians during

this period sometimes had other abilities besides those in

the field of music. For example, Weber was known not only

as a composer, but was recognized in art as a miniaturist.

Music's most powerful advocate of a Gesamtkunstwerk

approach was Richard Wagner. This was the idea of the

unification of the arts, and though generally accepted by

the Romantics, it was hardly new as has already been seen.58

Wagner's writing along this line had a definite influence on

operatic thought.59  With his attempts to unite all the

arts, he often included in his writings issues of a moral or

social nature. Music, he felt, should acquire character-

istics of poetry, duplicating in tones the effect on a

person of the various other arts. That there is a con-

nection also to be assumed between painting and music can

be found in many ways in Wagner's writing.60 Wagner had

close friends outside the realm of music such as the prom-

inent art figure, Frederic Villot. Wagner himself is

considered by Lockspeiser and others as a "colorist" composer.

57 Alfred Einstein, Music in the Romantic Era (New York,
1947), p. 344.

58 Paul Henry Lang, Music in Western Civilization
(New York, 1941), pp. 1-20.

59 Richard L. Crocker, A History of Musical Style (New
York, 1966), p. 457.

6 0 Edward L. Burlingame, Art Life and Theories of
Richard Wagner, 2nd ed. (New York, 1889),pp. 133-189.
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He owed the success of his early operas . . . to the
manifold associations of color. . . . He says that he
owes his early success to Weber. And Weber, on the
authority of those who came directly or indirectly under
his influence, meant one thing. It was color.6 1

Thus, during the early nineteenth century, artists were

enchanted not merely with music, painting, and poetry, but--

more important--with the combination of the three and

especially with the union of music and literature. Artists

in one medium enjoyed the friendship of other kinds of

artists in other circles. For instance, Chopin was a friend

of George Sand and Delacroix, who was himself a gifted

amateur pianist and violinist, and "keenly aware of the

principles of color common to both painting and music.,,62

Likewise, Odilon Redon, a symbolist painter and also a

violinist, was a friend of Ernest Chausson in the musical

world. Redon stated: "I was born on a sound wave. Every

recollection of my early youth is mingled with music. . . .

It has entered the folds of my soul."6 3  To their art the

Romanticists added their passions, emotions, dreams,

philosophy, love of freedom and love of nature. Their sub-

jects reflected their joys or sorrows.64 Poetry and painting

undoubtedly contained many romantic traits, but during this

6 1fEdward Lockspeiser, Music and Painting (London,
1973), p. 66.

62 Ibid., p. 39.
63 Ibid p. 87.

6 4 Joseph Machlis, The Enjoyment of Music, 3rd ed.
(New York, 1970), p. 67.
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period the world found its greatest fulfillment in music.

"All art," wrote the British aesthetician Walter Pater,

"constantly aspires to the condition of music." As. E.T.A.

Hoffmann had stated:

Music is the most romantic of all the arts--one might
almost say, the only genuinely romantic one--for its
sole subject is the infinite. Music discloses to man
an unknown realm, a world in which he leaves behind
him all definite feelings to surrender himself to an
inexpressible longing.6 5

In the third quarter of the nineteenth century an

important art movement began in Paris. The term

"Impressionism" was first attached to a school of French

painting, with Claude Monet as the chief figure. In 1867

Monet exhibited one of his paintings entitled Impression:

Sun Rising.66 Soon artists throughout the world began to

imitate the characteristics of this painting, and the style

appeared in literature and music as well. Impressionist

artists were concerned with the contrasts of light and

shadow. They were fascinated by the surface appearance of

things, and by their constant changes through various hours

of the day. These painters moved their studios outside and

painted and repainted objects of nature as they appeared to

the eye through the day and night.67 Emphasis was placed on

creating an atmosphere or evoking a mood, whether joyful,

6 5 Joseph Machlis, The Enjoyment of Music, rev. ed.
(New York, 1963), p. 69.

6 6 Joseph Machlis, Introduction to Contemporary Music
(New York, 1961), p. 110.

67 Ibid., pp. 110-23.
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mysterious, or otherwise. Ideas in this style tended to be

merely suggested rather than described. They drew their

material from everyday scenes of life, focusing on activities

of the middle class and all aspects of nature. Impressions

were created through varied and rich timbres and harmonies

with color as the main element.

Because of its influence upon other arts besides

painting, the Impressionist movement was of more importance

than its relatively brief existence would suggest. It was

seen in literature with the Symbolist poets. As in painting,

emphasis in Symbolism was placed on the "manner rather than

the matter," on suggestion rather than description. The

language was purposely vague and indefinite. This style is

reflected in the writings of Mallarme, Rimbaud, Verlaine,

and Baudelaire. 68Exemplary of the intermixing of the arts

is Baudelaire's remark, "Only those will understand me

for whom music provokes ideas of painting."6 9

As a critic of painting, literature and music,
Baudelaire brought the artistic experience out of an
isolated rut peculiar to the practice of one art or
another. He aspired to this union of sound and color
in the manner of Wagner in the Gesamtkunstwerk.70

The writing of the Symbolists greatly influenced the

thoughts of Claude Debussy who became the founder and leader

68 Willi Apel, "History of Music," Harvard Dictionary
of Music, 2nd ed. (Cambridge, Mass., 1969).

69 ___ _____(odnEdward Lockspeiser, Music and Painting-(London
1973), p. 67.

70 Ibid., pp. 75-76.
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of Impressionism in music. It is interesting to note that

in the basic premises of the Impressionist movement not all

of the precedents are French. The role of the colorists

indicates that an early German nationalist composer plays an

important part. "Weber was one of the principal artists

to establish the theory of the Correspondances or the art

integral, an ideal which originated in Germany and was later

developed in France."71 Weber was not only a musician but

"in his youth was a painter in oils, a miniaturist and an

engraver."72 Later, in music he used effects in the

orchestra equivalent of primary colors in painting and his

orchestra was a classic example of "instrumental timbre

suggesting atmosphere or character."7 3

Weber states that he was seeking certain combinations
of timbre that should correspond to the color effects
used by painters to convey the light transitions
between dawn, morning, afternoon and evening. It
would seem that Weber was looking forward to the
scientific techniques of Claude Monet.7 4

These ideas had a great impact on later composers such as

Wagner and Debussy. "The late nineteenth century composers,

among them Mahler, Debussy and Stravinsky, who were ultimately

overwhelmed by the irresistible color appeal, all look back

to the inspiration of Weber." 75

7 1 Edward Lockspeiser, Music and Painting (London, 1973),
p. 15.

17. 7 2Ibid., p. 15. 73 Ibid., p. 15. 7 4 Ibid., pp. 16-

757Ibid., p. 15.
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"The color principles of Weber are reflected, through

Baudelaire's poetic interpretations, in the color principles

of Delacroix."76 In Delacroix's mind color was first

associated with mood. According to him, color may "have

'a purely abstract or a "musical" quality that exists inde-

pendently of the subject depicted.' Touches of color are

used not for representational purposes but to 'enhance

the chromatic harmony as a thing apart.'" 7  A very inter-

esting quote from Delacroix shows that art was beginning to

"go abstract" in the middle of the nineteenth century when

he stated that painting, anticipating the abstract forms,

"does not need a subject."7 8  Delacroix was influenced by

Turner and also "shared the musical outlook of Gauguin."79

Borrowing a subject from life or nature, Gauguin con-
ceived 'arrangements of lines and colors' which should
represent 'symphonies and harmonies' without any vulgar
sense of reality. These procedures 'should make you
think, as music does, without the aid of ideas or
images, [that is] simply by the mysterious relation-
ships existing between our brains and such arrange-
ments of colors and lines.' 8 0

The correlation between music and color is not a new ideal.

"There has long been a vast amount of theorizing on the

correlation of the sensations, possibly the philosophies,

of music and color. This concept reaches back to anti-

quity."8 1  In 1895 an artist and scientist by the name

7 6Ibid., p. 19. 7 7 Ibid., p. 38. 78 Ibid., p. 41.

79Ibid., p. 52. 80Ibid., p. 52. 81Ibid., p. 121.
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of Wallace Rimington supported the relationship between

color and sound by giving in London a 'color-concert. ,82

In 1907 Alexander Scriabin scored his Poem of Ecstasy so as

to include a keyboard of light that threw colors on a

screen. "The tendency to equate tones and colors reached a

peak during the first half of the 20th century."8 3

Turner is considered to be an important forerunner of

Impressionism:

We can look at Turner's work . . . and recognize that
to an extent unique in art his pictures have the
quality of a dream. The crazy perspectives, the double
focuses, the melting of one form into another and the
general feeling of instability: all these forms of
perception which most of us know only when we are
asleep, Turner experienced them when he was awake.8 4

Turner's painting, Fingal's Cave (a subject also associated

with music, through the composer Mendelssohn) was once

referred to as "indistinct." Turner's reply was, "indis-

tinctness is my forte."8 5

Most of the nineteenth-century art historians from
Ruskin onwards have maintained that images are not
perceived with precision either on the physical or the
imaginative plane. We never see objects clearly.
Hence such terms as 'blurred' or 'coalesced' used to
describe effects in Turner's pictures of this period.
Fingal's Cave is a painting in which the 'tossed-up
spray of the waves tends to coalesce . . . fore-
shadowing the blurring of distinctions between natural
forms.' It also shows a 'growing tendency towards the
dissolution of the outlines separating one form from
another'--observations suggesting the beginnings not

82 Ibid., p. 22.

83 Peter Yates, 20th Century Music (New York, 1967),
p. 195.

84 Lockspeiser, 2p. cit., p. 52.

85 Lockspeiser, 2.L cit., p. 12.
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so much of an Impressionist but of an abstract
aesthetic.86

Kenneth Clark points out that there were techniques and

mental processes that bound Turner and Wagner together and

later bound Turner to Debussy.8 7

Some of Turner's strange compositional devices them-
selves suggest musical counterparts. Instead of
leading the eye to a central vanishing point, in the
manner of establishing a tonal centre, he strove to
embrace, in Norham Castle or the Petworth pictures,
an ever-wider scene and to introduce extraneous
diversions. Composers use a similar procedure in
bitonality or polytonality consisting of the juxta-
position of tonal planes. . . . This drive to
abstraction could only have been undertaken in painting
since music is by nature abstract. . . . His liberating
color theories were admired not only by the painters
of later generations, but by writers . . . and by
composers, particularly Debussy and Strauss.8 8

Although Wagner and Turner were supporters of opposing

philosophies, Lockspeiser points out that they were very

much alike in sharing an "expression of the cataclysmic

aspects of nature." 8 9

There was no artist of the nineteenth century whose
scope of expression was as far-reaching or as extensive
as that of Turner. The achievements of his contem-
poraries, Beethoven and Wagner, may have been more
volcanic but they did not themselves carry through
their ideas into worlds belonging to the middle of the
twentieth century. This was the phenomenal achievement
of Turner. It is as if a composer working in his youth
in the style of Haydn and Mozart were eventually to
reach out into the no-man's land of the electronic
music.90

86 Edward Lockspeiser, Music and Painting (London, 1973),
p. 12.

8 7 Ibid., p. 51. 88Ibid., pp. 49-51. 8 9Ibid., p. 63.

90 Ibid., p. 49.



30

Although a Rembrandt influence is seen, it is clear

that Turner became obsessed with the impressionist concept

of light of the sunset, the moonlight and the firelight.

At this time, this concept had not been achieved by musicians.

No painter was more motivated by music than J. M. W. Turner.

The dream-like turbulent nature scenes of Turner,
like the scenes springing from the same source in
Wagner, have no antecedents. Turner and Wagner came
upon this dream state in their portrayal of the
elements instinctively. None of the early nineteenth-
century painters or composers had this quality. The
fact that their visions were expressed in a static
or a fluid state is of little importance, since Turner
and Wagner were concerned with movement, and music,
according to an ancient definition valid still today,
is 'the art of good movement.'91

Claude Debussy was another artist who accepted the

theory of the Correspondances. According to William Austin,

he regularly attended Mallarme's famous salon in the
1890's. His closest friend in this period was Pierre
Louys, the poet of the Chansons de Bilitis, and a
disciple of the symbolists. Another close and influ-
ential friend was Henry de Regnier, likewise a leading
young symbolist. Still another good friend, the com-
poser Dukas, shrewdly estimated that literary con-
nections--these and some others--played a larger part
in the formation of Debussy's style than any musical
model.9 2

Whether or not Dukas's assessment is true, the turn-of-

the-century period in music was one of great flux, and ideas

seemed to come from a number of directions. Music,

91 Ibid., p. 51.

92
William W. Austin, Music in the Twentieth Century

(New York, 1966), p. 26.
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especially that of Debussy and his followers, reflected the

innovations of the impressionist painters. "He mixed instru-

mental colors much as Monet and Seurat mixed pigments and as

- .93Mallarme and Rimbaud mixed words."9 In quite specific ways,

music during this period had the same qualities as painting.

It was frequently neither major nor minor but floated between

the keys. Harmonic progression was often abortive, frag-

mentary, tentative. The result was a misty blending of

sounds comparable to the foggy outlines in painting.9 4

Regular rhythm gave up its accent on the first beat in favor

of a rhythm that flowed freely and without delineation. The

form of the sonata was replaced by a miniature lyric form--

the nocturne, prelude, or arabesque, often with titles that

revealed their mood or source of inspiration.

Alongside impressionism there was the continuation of

former styles often with national folk elements, as well as

the development of new methods and forms where tonality was

obscured. Following an early burst of ultra-dissonance

there was a rise of neo-classicism, a style suggesting a

return to older approaches. In neo-classicism is seen once

again the tendency to keep the musical event inside a

9 3 Herbert Weinstock, Music as an Art (New York, 1953),
p. 275.

9 4 ",Impressionism,?" The Oxford Companion to Music,
9th ed. (New York, 1955),
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"frame." Erik Satie, among many others, wrote in this vein

between 1888 and 1906, returning to it from time to time in

later years.95 His works were static and often humorous and

satirical. The melodies moved with very unusual harmonic

progressions (if indeed they moved at all), and often with

free rhythm.9 6

Music and painting are analogous also in the works of

Debussy's successor and emulator, the composer Maurice Ravel.

However, there are differences between the two men. "The

music of the mature Ravel has been called pointilliste

because of its use of tiny areas of color [.] [I]ts struc-

tural outlines suggest the draftsman more than the colorist."97

As a different sort of answer to Impressionism there

was the Viennese-centered movement called Expressionism.

This sought to represent inner experience as opposed to

delineating objects of the external world--"To give an outer

shape to inner and often subconscious experiences."9 8

Expressionism did not imitate in any way, but expressed the

artist's inner vision. It was an art that allowed the

9 5 Fred Fisher, "Erik Satie's Piano Music," Clavier, V
(October, 1966), pp. 14-19.

96 F. E. Kirby, A Short History of Keyboard Music
(New York, 1966), pp. 390-391.

97 Herbert Weinstock, Music as an Art (New York, 1953),
p. 281.

9 8 Curt Sachs, Our Musical Heritage (Englewood Cliffs,
N. J., 1966), pp. 313-314.
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release of all emotions. Again, these were ideas that

applied to several of the arts.9 9  Arnold Schoenberg, a

founder of musical expressionism, was himself a painter as

well as a composer and was powerfully drawn to color.1 0 0

As Impressionistic music was derived from painting

via symbolist literature, so Expressionism is an esthetic

concept which first appeared in connection with painting.1 0 1

The movement included the artists Paul Klee, Franz Marc,

Wassily Kandinsky and Oskar Kokoschka. This Expressionist

group of painters influenced the thoughts of Arnold Schoenberg,

who brought their ideas to life in music, and in fact Klee

like Schoenberg was both musician and painter.

It has been suggested that architecture is "frozen

music.,,102 Goethe characterized architecture in this manner,

and Schlegel agreed with this idea when he wrote: "Music is

architecture in a fluid state and architecture is frozen

music." Schelling believed architecture to be "frozen music

or music in space," and Sir Joshua Reynolds said architecture,

"like music, [appeals] directly to the imagination, without

99 William W. Austin, Music in the Twentieth Century
(New York, 1966), p. 29

10 0 Edward Lockspeiser, Music and Painting (London,
1973), p. 134.

101"Expressionism," The Oxford Companion to Music,
9th ed. (New York, 1955).~

1 0 2 Volfgang Stechow, "Problems of Structure in Some
Relations Between the Visual Arts and Music," Journal of
Aesthetics and Art Criticism, Vol. XI (1952-53), 324-333.
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the intervention of any kind of imitation." An 18th-century

defender of opera in England stated in 1789 that "the object

of cantabile is to unite beauty and expression, as the

object of architecture is to unite beauty and utility."1 0 3

During the present century, interesting experiments

inter-relating audial and visual experience have taken place.

In an experiment having to do with what he calls "cymatics,"

Dr. Hans Jenny has shown how objects can be formed with

tones. Continuous series of tones would cause vibrations

which in turn were transmitted to films of liquid. The

continuous waves created very interesting formations. While

it would be quite impossible to tell if a particular for-

mation was produced by the music of Bach or Mozart, this

experiment does express in a tangible way the possible con-

gruencies between such different media.1 0 4

In another "experiment," a piece of music actually

became a blueprint for a building. The composer-architect

Iannis Xenakis found the potential for an intimate connection

between architecture and music when he utilized the score of

one of his orchestral pieces, Metastasis, as the basis for

the design of the Philips Pavilion in Brussels.1 05

1 0 3 Herbert M. Schueller, "Correspondences Between Music
and the Sister Arts, According to 18th-Century Aesthetic
Theory," Journal of Aesthetics and Art Criticism, Vol. XI
(1952-53), 336.

10 4 Dr. Hans Jenny, "Cymatics--The Sculpture of Vibra-
tions," The Unesco Courier, 22nd yr. (December, 1969),7-29.

10 5 Iannis Xenakis, Formalized Music (Bloomington, Ind.,
1971), p. 10.
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Gunther Schuller (1925-), was inspired by the art of

Klee when he composed the Seven Studies on Themes of Paul

Klee. This orchestral work was written in 1959. In these

studies Schuller sought to translate into music the elements

of the visual.

Each of the seven pieces bears a slightly different
relationship to the original Klee picture from which
it stems. Some relate to the actual design, shape
or color scheme of the painting, while others take the
general mood of the picture or its title as a point
of departure.1 0 6

Also written by Schuller is American Triptych: Studies

in Texture. This work, dating some five years after the

Seven Studies, is a continuation of Schuller's experiments

at translating the visual into sound. In this piece

he goes a step further by seeking out those musical
sounds that best approximate the texture of the
painting he is interpreting in his music, rather than
trying to portray the subjects themselves.1 0 7

Another example of music inspired by the work of Klee is

The World of Paul Klee by David Diamond, written in 1957.

This orchestral piece was divided into four sections and

each section was inspired by paintings of Klee.

In relating music and painting, John Cage's disciple,

Morton Feldman (1926-), states:

The new painting made me desirous of a sound world

more direct, more immediate, more physical than

10 6 David Ewen, The World of 20th-Century Music
(Englewood Cliffs, N. J., 1968), p. 697.

10 7 Ibid., p. 699.
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anything that had existed before. To me my score is
my canvas, my space. What I do is try to sensitize
this area--this time-space. The reality of clocktime
comes later in performance, but not in the making of
the composition. In the making of a composition the
time is frozen. The time structure is more or less in
vision before I begin. I know I need eight or ten
minutes as an artist needs five yards of canvas.1 0 8

As has been seen, painting and music during the nine-

teenth century began to suggest various analogies in regard

to terminology. Terms such as "form," "rhythm," and

"texture" are common to both media. 109 Color is another

term common to both arts. Color in music is felt through

musical timbre, or "tone color." Some persons are reported

to see color when they hear certain sounds or keys. Com-

posers such as Scriabin and Rimsky-Korsakov could be cited

as evidence of this phenomenon, known as "color synaes-

thesia." 1 1 0 Color in painting is a very necessary ingre-

dient. The contrast of light and dark in art is sometimes

equated with consonance and dissonance in music. l

Paintings in which saturations are widely contrasting are

said to be in a "high key," those with limited contrast

10 8 Joseph Machlis, Introduction to Contemporary Music
(New York, 1961), pp. 633-34.

10 9 Herbert M. Schueller, "Correspondences Between Music
and the Sister Arts, According to 18th-Century Aesthetic
Theory," Journal of Aesthetics and Art Criticism, Vol. XI
(1952-53), 337-38.

110 Robert Long, "The Color of Sound," High Fidelity
Magazine (March, 1971), pp. 54-65.

1 1lSchueller, op_. cit., 337.
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being "low key." Berlioz noted that painting and music

shared color when he declared in A Travers Chants, "Instru-

mentation is, in music, the exact equivalent of color in

painting."'112

Although this paper is primarily concerned with music

reflecting art, a few concluding illustrations of the avowed

influence of music on painters may serve as useful verifi-

cation of the argument of correspondences advanced here.

Many painters have of course created works depicting

musicians and/or their instruments. Of these only a few

need be mentioned: Bassano's "The Artist with his Family,"

Caravaggio's "The Lute Player," Jan Vermeer van Delft's

"The Music Lesson" and numerous other examples from the

works of Thomas Eakins, Renoir, Jacob van Loo, Diego

Velasquez, J. S. Beck, Antoine Watteau, John Zoffany, and

Pablo Picasso. As has been seen, music played a vital role

in the life of J.M.W. Turner. Familiar with music through

composition, theory, and even in his own mastery of several

instruments, he frequently included in his art scenes of

music. One example is "Woman Playing a Pipe," 1794. "The

Petworth Sketches" of 1830 are all connected with music.

Some titles within this group are: "The Musicians," "A

Little Music, Evening," "A Solo on the Harp," etc. Another

11 2 Edward Lockspeiser, Music and Painting (London,
1973), p. 22.
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Turner painting drawn from music is his "Music Party at

Petworth," describing a musical soiree which Turner

attended.113

James Whistler had musical aspirations which impelled

him to title his atmospheric pictures "Nocturnes" and "Sym-

phonies." 114

John Marin, another artist whose paintings are often

music-related, saw threads of similarity between art and

music and believed that they obeyed the same rules:

Music and Art based on the up and down--the right and
the left--they both get their depth through pressure
of the fingers. . . . Music and Art--they are both
based on a very few simples. These simples--discovered
recognized and used--make for all music all art.11 5

Paul Klee, an early 20th century painter and musician,

illustrates another convergence of the two arts. His work

shows a definite influence of music through forms, rhythms,

themes, and moods. Musical ideas were transformed into

drawings and paintings, and many of his sketches were of

musicians at work. Frederic Grunfeld observes the inter-

esting fact that Klee came close to Arnold Schoenberg

through simulated use of retrograde motion. In his

1 1 3 Donna M. Stein, "Music Party at Petworth," Music
Educators Journal, Vol. LIII (October, 1966) 30-31.

1 1 4 Edward Lockspeiser, Music and Painting (London,
1973), p. 75.

1 1 5 Cleve Gray, "Marin and Music," Art in America
(July-August, 1970), pp. 72-81.
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theoretical speculations he stated: "To illustrate the

retrograde motion that I am thinking up for music, I

remember the mirror image in the windows of the moving

trolley." 1 1 6  Aside from aforementioned uses of Klee "themes,"

others have been cited by writers as lending themselves to

musical treatment. As a matter of fact, his paintings have

been likened to musical compositions in their use of themes

and symbols.1 1 7

The modern American painter Stuart Davis has found a

correlation between art and jazz.

Jazz has been a continuous source of inspiration in

my work from the very beginning for the simple reason

that I regard it as the one American art which seemed
to me to have the same quality of art that I found in
the best modern European painting.1 1 8

Davis has reflected music in his art three different

ways. This is done through the choice of subject, through

use of "similar" techniques, and through reflecting a

spirit akin to music. Speaking of music's effect on his

work, he writes,

I never realized that it was influencing my work until

one day I put on a favorite record and listened to it
while I was looking at a painting I had just finished.
Then I got a funny feeling. If I looked, or if I
listened, there was no shifting of attention. It
seemed to amount to the same thing--like twins, a
kinship. After that, for a long time, I played records
while I painted. 1 1 9

'16 Frederic V. Grunfeld, "The Chamber Music of Paul

Klee," Opera News, Vol. XXXIII (March 1, 1969), 10.

17 Ibid., 10.

1 1 8 Stuart Davis, "The Fine Art Jive of Stuart Davis,"
Arts (September, 1957), 33.

1 19 Ibid., 33.
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Titles of Davis's art are often influenced by jazz--

such as, "Swing Landscape" and "Hot Still-Scape for Six

Colors." In commenting on the last example, he stated:

It is called "Hot" because of its dynamic mood, as
opposed to a serene or pastoral mood. Six colors,
white, yellow, blue, orange, red, and black, were
used as the materials of expression. They are used as
the instruments in a musical composition might be,
where the tone-color variety results from the simul-
taneous juxtaposition of different instrument
groups,1 0

12 0 Ibid., p. 34.



CHAPTER II

VISUAL ARTS AND THE COMPOSER:

THE EVIDENCE

A perfect example of the correlation between art and

musical composition is seen in the drawings and paintings

of Victor A. Hartmann and the music of Modest Mussorgsky.

Hartmann was a Russian water colorist, designer, painter,

and architect. He was mainly known to the world as a

"designer of stage sets" and as an architect.1

His death in 1873 at the age of 39 was a shock and deep

personal loss to his musician friend Mussorgsky. In honor

of Hartmann, a memorial exhibition of his drawings, sketches,

and watercolors was planned by Vassily Stassov. This exhi-

bition took place in January 1874 at the St. Petersburg

Architects Association.2 After visiting this exhibition

Modest Mussorgsky decided to honor his deceased friend's

memory by composing a set of musical portraits. This suite

consisted of ten pieces and was finished June 22 of that

1F. E. Kirby, A Short History of Keyboard Music
(New York, 1966), p. 365.

2 Victor Seroff, Modeste Mussorgsky (New York, 1968),
p. 142.

41
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same year. Most if not all of the pieces were inspired by

works in the exhibition. According to Mikhail Zetlin,

Mussorgsky "felt a sudden magic blinding flash of inspi-

ration."3  While in the midst of composition, Mussorgsky

wrote the following to Stassov:

Hartman is bubbling over, just as Boris did. Ideas,
melodies, come to me of their own accord, like the
roast pigeons in the story--I gorge and gorge and
overeat myself. I can hardly manage to put it all
down on paper fast enough.4

The first tonal portrait--though not one of the

"Pieces"--of this set is titled Promenade. This theme

reappears several times as an interlude to connect the

various movements, and is repeated in the finale. The

Promenade theme features metric changes from 5/4 to 6/4

which, along with other effects, such as its forthright

melodic line, is suggestive of someone strolling through an

art gallery. In his biography of Mussorgsky, Stassov

writes of this material:

The composer has shown himself pacing here and there;
sometimes loitering, sometimes hastening to get

3Mikhail Osipovich Zetlin, The Five, (The Evolution
of the Russian School of Music,)7(New York, 1959), P. 251.

4 Oskar Von Riesemann, Mussorgsky (New York, 1935),
p. 290.
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near a picture; sometimes the joyful gait slackens--

Mussorgsky thinking of his dead friend.5

Mussorgsky wrote to Stassov and added:

I am writing four numbers--with good transistions (on
"Promenade"). I want to do it as quickly and with as
few interruptions as possible. My image can be seen
in these intermezzi.6

Mussorgsky later added more pictures to this set, as was

indicated above.

The first picture is Gnomus which was inspired by

"Hartmann's design of a small nutcracker, a children's toy

made for a Christmas tree at the St. Petersburg Artists,

Club in 1869." Mussorgsky describes this in music as a

little gnome with crooked legs walking clumsily. The music

suggests crawling movements and grotesque jumps.

Il Vecchio Castello is suggestive of a troubadour

singing in front of a medieval castle gate. "This was . . .

the product of Mussorgsky's own fantasy. Among Hartmann's

sketches or drawings there were none of castles, but a few

of 15th-century mansions."8

Tuileries (Dispute of the Children after Play) was

the musical development of Hartmann's pencil-drawing scene

5 Carl Engel, "Victor Hartmann and Modeste Mussorgsky,"
The Musical Quarterly, XXV (New York, 1939), 282.

6Victor Seroff, Modeste Mussorgsky (New York, 1968,

p. 144.

7Seroff, op. cit., p. 143.

8Seroff, op. cit., p. 143.
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of a group of children and nurses in the garden of the

Tuileries in Paris. The music "echoes the children's cries

at play."9

Bydlo means cattle in Polish. This is a portrait of a

peasant wagon on big wheels being drawn by two oxen. In

June 1874 the composer wrote to Stassov: "The picture

represents .a wagon, "but the wagon is not inscribed on the

music; that is purely between us. '" Added in the music is

"a swinging folk song . . . evidently sung by the driver."11

Ballet of the Chickens in their Shells was inspired

from costumes designed by Hartmann. The setting and cos-

tumes were for the ballet Trilby by Charles Nodler, a French

author. This ballet was to be performed by pupils dressed

as chicks in their shells. In the music there are rapid

chords and dissonant grace notes in the upper-register to

portray the chirping noise of the chicks.1 2

Often titled Samuel Goldenberg und Schmuyle, the next

portrait is that of two Polish Jews, one rich and the other

poor. The inspiration for this came from two pencil

9John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 195677. 270.

10 Engel, op. cit., p. 282.

1VonRiesemann, op. cit. p. 292.

12F. E. Kirby, A Short History of Keyboard Music,
(New York, 1966), p. 367.
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drawings by Hartmann. The first was "A Rich Jew Wearing a

Fur Hat: Sandomir,1" and the.second was, "A Poor Sandomir

Jew." For tonal description Mussorgsky places the rich

person in the lower register of the keyboard with a bold

long phrased melody in octaves. The poor Jew is typified by

high pitched, rapid staccato notes. The contrast between

the comfortable slow-moving Jew and the restless, chatty,

hungry one is very vivid. The end of the piece is in poly-

phony as if to suggest both voices "arguing" simultaneously.13

The next picture is The Market Place at Limoges and is

descriptive of women gossiping and disputing with each other.

Without a break, this flows strikingly into the next piece:

The Catacombs. This picture is descriptive of Hartmann and

his friends exploring the catacombs.

Hartmann's picture represented the artist himself
looking at the catacombs in Paris by the light of alantern. . . . [In the catalogue there is a little
more information concerning this piece. It was
probably descriptive of the] Interior of Paris cata-combs with figures of Hartmann, the architect Kenel,and the guide holding a lamp.1 4

The promenade theme is restated with the title, With the

Dead in a Dead Language. His thoughts are no doubt

reflecting on the departed spirit of Hartmann.1 5

1 3 Carl Engel, "Victor Hartmann and Modeste Mussorgsky,"
The Musical Quarterly, XXV (New York, 1939), 285.

14 Ibid., 286.

15 Ibid., 286.
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A scherzo, descriptive of a witches' ride, is The Hut

of Baba-Yaga or The House Supported bL Hens' Legs. Baba-

Yaga was known in Russian legend as a witch. The drawing

for this was a clock shaped like a hut supported by fowl's

legs. It typifies Hartmann's architectural style., with

ornamentation in the manner of rope patterns, carved gables,

etc.16

The specific connection of both music and drawing to

architecture can be seen in the final episode of Mussorgsky's

work. This concerns Hartmann's entry of a drawing in com-

petition for a new gateway at Kiev. His design, in the old

heroic Russian style with columns, had excited much attention.

A pattern of colored brick decorated the walls and there was

a dome shaped like a Slavic war helmet. These designs

inspired Mussorgsky to create in music The Great Gate of

Kiev. With the repetition of the "promenade" theme, this

monumental composition concludes. 17

It is interesting to consider the psychological impli-

cations of this important correlative act, since it is

16 Engel, op. cit., 287.

17K. B. Sandved, "Mussorgsky," The World of Music,
Vol. 3 (New York, 1963), 1065.
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apparent that this experiment can also be conducted in

reverse. To delve more deeply into the technical corre-

lations between music and art, a group of young artists

recently took musical compositions and transformed them

into art. While this was just the reverse of what Mussorgsky

did, it is worth pointing out that these artists used

Mussorgsky's piece as one of their examples for visual real-

ization. The experiment was deemed successful in that the

students not only noticed the parallels between the two arts

but also observed that everyone hears music differently,

therefore describes it in lines and colors in various ways.18

Correspondences between painting, sculpture, and music

are seen in several works of Claude Achille Debussy (1862-

1918). He exerted influence not only on the music of his

own country but also upon the international musical scene.

One Debussyan translation of the visual into music is L'Isle

Joyeuse, 1904, a piano work originally planned for the Suite

Bergamasque. The idea for this piece came to Debussy

through a painting by Watteau titled Embarquement pour

19

18 Lorraine Curry, "A Community Correlates Music and
Art," Music Educators Journal, Vol. 52 (April-May, 1966).

19David Ewen, The Complete Book of 20th Century Music
(New York, 1952), p. 87.
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Debussy wrote three piano pieces in 1903 in a collection

with the title Estampes. The term estampe denotes an image

which has been printed from engraved copper or wood plates.2 0

This set is included in passing since the title does reflect

the visual arts. One of the pieces of this set, Pagodes,

will be dealt with later on.

Also suggestive of a visual presentation is the term

"image." Debussy used the title Images for two collections

of piano compositions.21 In the second set is the piece,

Poissons d'or, which has an object of craftsmanship for its

inspiration. "This was inspired by a piece of oriental

lacquer on which was painted goldfish swimming in a stream.?"2 2

From another source one finds:

The origin of Poissons d'or is commonly ascribed to
a piece of oriental lacquer or embroidery in Debussy's
possession representing a leaping water faun. I
venture to . . . offer my own conception to the piece
for what it is worth. I imagine, then, real goldfish
in a real goldfish bowl. To an accompaniment of
fluttering fins enter a gulping motive of two notes
from which the whole piece is developed. Someone

20 Robert E. Schmitz, The Piano Works of Claude Debussy
(New York, 1950), p. 82.

21 Ibid., p. 99.

22 Ewen, op. cit., p. 89.
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takes up the small net lying by and dumps it into
the water, whereupon the fish skirmish in wild panic.
The net is withdrawn and the little creatures circle
the bowl in glad relief.2 3

Debussy's first set of piano Preludes appeared in 1910

and the second in 1913, with twelve pieces in each volume.

Danseuses deDelphes (Delphic Dancers) is the first piece

of Book One. Its inspiration is reported to have come from

the top of a pillar found in the Louvre on which is sculp-

tured three women in a slow dance. The piece contains

dotted rhythm which reflects the postured graceful movements

of the Greek dancers.2 4

Later in this chapter the relation of music to archi-

tecture will be examined. One rather equivocal example

however might be mentioned here. The second set of Preludes

contains La Puerta del Vino. This is a musical portrait

purportedly describing the scene on a picture post card that

was sent to Debussy by Manuel de Falla.25 The picture is said

to be of the famous gate of the Alhambra Palace in Granada,

bearing the name, La Puerta del Vino. The mood of the music

is distinctively Spanish with habanera rhythm and guitar-

like chord clusters.2 6

2 3 Ernest Hutcheson, The Literature of the Piano (New
York, 1966), p. 312.

24 Ewen, op. cit., p. 90.

2 5 Ewen, op_ cit., p. 91.

2 6 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1965), p. 335.
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Some structural elements of architecture have a

decorative function as well. One example already seen has

to do with Danseuses d e Delphes by Debussy. Another

example of this might be mentioned in passing. In archi-

tecture, a Gothic vault with its ribs and cross springers

is known as an ogive. Erik Satie (1866-1925) wrote Ogives

(1886), and three Gymnop6dies (1888). The first set,

Ogives, was a set of four pieces "in which Satie made a

conscious attempt to convey in sound a Gothic atmosphere." 2 7

The Gymnop6dies were inspired by the decoration on a

Greek vase. This decoration probably reflected the

periodical festivals in ancient Sparta which lasted several

days. At these festivals naked youths would dance and sing

before the statues of their gods in honor to them. These

pieces are unusual in that they embody more than almost any

others the static concept of tableaux. Some writers in fact

consider them not so much three separate musical compositions,

as more or less one piece that has been rewritten three

times, since all reflect the same basic ideas. They are

thus extremely unified, as well as being serene, classical,

and solumn in character. Constant Lambert writes,

When we pass from the first to the second Gymnopedie
or from the second to the third Gnossie nne we do not

27David Ewen, Composers Since 1900 (New York, 1969),
p. 487.
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feel that we are passing from one object to another.
It is as though we were to move slowly round a piece
of sculpture, and examine it from a point of view
which, while presenting a different and possibly less
interesting silhouette to our eyes, is of equal impor-
tance to our appreciation of the work as a plastic
whole. It does not matter which way you walk round a
statue and it does not matter in which order you play
the three Gymnop6dies.2 8

Another writer states of the Gymnopedies: "The ideals are

poured into a similar mold but there are slight variations

in phrase, balance, and in harmonic shading. . . . [They

have] a sculptural quality about them." 2 9

Edward MacDowell (1861-1908) wrote Sea Pieces in 1898.

The third number of this set, A. D. 1620, is decidedly des-

criptive and also can be inferred as having direct visual-

art influences. This piece represents the voyage of the

pilgrims to the new world in which "the rowing of the

lumbering ship is vividly suggested."3 0

On MacDowell's desk in Peterborough was a photograph
of a painting he admired very much. The original,
called 'The Golden Galleon,' represents a soft blue
ocean with the beautiful golden galleon looking so
steady, so safe, so comfortable. But MacDowell knew
only too well that under a leaden sky, with a fierce
wind blowing, the smooth blue ocean would be changed
into mountainous waves, and a sailing vessel of this
kind would toss and roll until her masts almost dipped
into the water.

28 Constant Lambert, Music Ho! (New York, 1934), p.
128.

2 9 David Ewen, Ewen's Musical Masterworks (New York,
1954), p. 521.

30 John E. Porte, Edward MacDowell (London, 1922), p. 129.



52

Such discomforts and dangers were part of the
long voyage the Pilgrims made in the Mayflower. Their
gratitude for a safe landing, even on the rocky, for-
bidding shores of New England, must have been so great
that doubtless their first reaction was to fall on
their knees and offer up a prayer of thanks to God.

In writing A. D. 1620 MacDowell made the middle
section hymn-like in sound and form,--a hymn of
thanksgiving that expresses something of what would
have been in the hearts of the Pilgrims when they
reached the land where they planned to build a new life.
Back of it all sounds the ceaseless pulse of the ocean,
now calm, but still powerful.3 1

The second movement of the second sonata Eroica, Opus

50, G minor, was inspired by a painting. MacDowell wrote

this movement in the form and manner of a scherzo. "The

fanciful and elf-like scherzo was suggested by Gustave

Dore''s picture of a knight in the woods surrounded by a

mythological forest folk." 3 2  The painting was itself

inspired by a poem. Here is an instance of three arts

reflecting or interacting upon one other.3 3  This work was

first published in 1895 and was dedicated to William Mason.

Enrique Granados (1867-1916) is known for his suite

Goyescas, introduced March 11, 1911.34 There are six pieces

in this collection: Los Requiebros (Flattery), Coloquios

en la reja (Love Duet), El Fandango del candil, Quejas ' la

31 Preface to A. D. 1620, Edward MacDowell, A. D. 1620
(Boston, Mass., 1889).

32 Porte, op. cit., p. 115.

3 3 Percy A. Scholes, Everyman and His Music, 5th ed.
(London, 1917), pp. 167-68.

3 4 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, Inc., 1973T,p. 279.
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maya y el ruese'nor (Laments on the Maiden and the Night-

ingale), El Amor y la Muerte (Ballad), and Epilogo:

Serenata del espectro.

The scenes of this set were named and inspired after

the paintings and tapestries of Francisco Goya (1746-1828),

a Spanish artist whom Granados admired. Granados captures

a Spanish atmosphere in the pieces and weaves into them the

elements, events, and incidents that were characteristic of

"the 'Goyesque' period in Madrid. "3 5

Granados gave an explanation of Goyescas:

I intended to give a personal note, a mixture of
bitterness and grace . . . rhythm, color, and life
that are typically Spanish; and a sentiment suddenly
amorous and passionate, dramatic and tragic, such as
is seen in the works of Goya.3 6

In 1911-1916, Sergei Rachmaninoff (1873-1943) wrote

Etudes-Tableaux for piano. These were miniatures created

with the intention of interpreting a scene or picture in

music. Although Rachmaninoff did not reveal the source of

the pictures at the time of the writing, certain sources hint

that they could have been inspired from pictures by Arnold

Bocklin.

35 Eric Blom, "Granados," Grove's Dictionary of Music
and Musicians, Vol. 3 (London, 1954).

3 6 David Ewen, Composers Since 1900 (New York, 1969),
p. 245.

3 7 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1965), p. 277.
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An American Impressionist composer was Charles Tomlinson

Griffes (1884-1920). In addition to music he was genuinely

interested in photography, painting landscapes, portraits,

3 8watercoloring, and etching. Though he stated once that

nature or the country really did not inspire him, certain

phases of nature did. Because of his love for anything

yellow or orange, he found beauty and inspiration in sunsets

and certain landscapes. Most of his inspiration from nature

was attractive to him through the poets. It has already

been noted that "concepts of color in music and painting

have frequently overlapped."40  As a painter of tones,

Griffes was acquainted with light and shading, and produced

in his music tone color and atmospheric re-creation. Griffes

was one composer who claimed to have had color synaesthesia.

Another evidence of the influence of the visual arts on

Griffes's work is the title of his piano set, Opus 7: Four

Roman Sketches. These pieces are: The White Peacock,

Nightfall, The Fountain of Acqua Paola, and Clouds.

38 Edward M. Maisel, Charles T. Griffes (The Life of an
American Composer), (New York, 1943), p. 154.

3 9 Marion Bauer, "Charles T. Griffes as I Remember Him,"
The Musical Quarterly, Vol. 29 (1943) 355.

40
Edward Lockspeiser, Music and Painting (London, 1973),

p. 137.
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All impressionist pieces bear the visual-arts stamp to

a greater or lesser extent.4 Also, terms usually applied to

works of visual art can be, and have been, applied to musical

composition. Thus, a composition may bear the title "sketch,"

just as a drawing may. Here the influence is generic but

not specific. In titling compositions many of the composers

over the past hundred years have borrowed terms from the

graphic arts. Examples are Debussy's use of the term estampes,

which means "prints;" his and other composers' use of the

word esquisse, which is a French word for "sketch;" and

Debussy's use, both pianistically and orchestrally, of the

term image.

As has been seen the word sketch has been used in titles

of compositions. Composers who have used this term are:

Howard Brubeck, Violet Archer, Jean Coulthard, Ernest Bloch,

Charles Griffes, Manuel Herrarte, Herbert Howells, Selim

Palmgren, Jacques Ibert, Darius Milhaud, Frank Bridge, Pal

Kadosa, Nicholas Mediner, Christian Sinding, Bainbridge Crist,

John Verrall, Denes Agay, and Abram Chasins. Alexander

Gretchaninoff composed Twelve Little Sketches for Children

and the organist Flor Peeters wrote two volumes of pieces for

pianists title Sketches of Childhood. A work called

4 1 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1965), p. 329.
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Sketches on the Seven Capital Sins was composed by Jean

Absil. Anton Arensky used the term for three different sets

of piano pieces: Three Sketches, Sketches on Forgotten

Rhythms, and Prhs de la Mer: Six Esquisses. Georges Bizet,

Pierre De Breville, Pierre Max Dubois, Desir6e-Emile

Inghelbrecht, Jean Jules Roger-Ducasse,, Reinhold Gliee,

Arthur Honegger, Charles Koechlin, Gustave Samazeuilh, and

Armin Schibler all use the word esquisse in the titles of

.42musical compositions.

According to one standard reference, a "miniature" is

"a representation or image of anything on a very small

scale."43 In medieval manuscripts a painting in colors was

known as a miniature. Also, a very small painting, or a

portrait on ivory or metal, is often called a miniature.

Compositions with this title have been written by Joaquin

Turina, Joseph Wagner, Quincy Porter, Alexander Gretchaninoff,

and Victor Belyi.. Greek Miniatures, a collection of pieces

in three volumes, was composed by Yannis Constantinidis.

A set of eight pieces by Sabin V. Dragoi titled Miniatures

is a present day Rumanian Album for the Young.

Pieces titled Portraits were written by Robert Helps,

Charles Haubiel, Paul Bowles, and Claude Pascal. Also known

42 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, 1973).

4 3 "Miniature," American College Dictionary, (New York,
1964).
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in the piano medium for "portraits" is the composer Virgil

Thomson. He first started making these musical miniatures

in 1928. Although some are scored for different instruments

and different combinations of instruments, the majority are

for piano alone. Describing character through music is not

new. Several composers of the past delighted in musically

describing their friends. Several of Thomson's Portraits

are sketches of his close friends. Among these is the late

Pablo Picasso. All portraits are drawn from real life. In

these pieces "an effort has been made to catch in all cases a

likeness recognizable to persons acquainted with the sitter."4 4

"I have made over a hundred musical portraits . . . all of

them drawn from life, the sitter posing for me as he would

for an artist's portrait."4 5

Another musical composition titled portrait was written

by Bela Bart6k in 1907. One of his pupils at this time was

Marta Ziegler. This Portrait of a Girl was dedicated to her.

A work called Profiles was written in 1948 by Ernst Toch

(1887-1964). This is a cycle of six pieces. A piece called

Silhouettes was written for piano by Joaquin Turina.

The following examples are grouped together since all

the titles reflect something picturesque. Emmanuel Chabrier

44 Virgil Thomson, Portraits (New York, 1928).

P. Glanville Hicks, "Virgil Thompson," The Musical
Quarterly, Vol. 35 (April, 1949), 209.
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contributed to the list of descriptive music when he wrote

Pieces Pittoresques, and Norman Lloyd wrote Three Scenes

from Memory. These are: Winter Landscape, Sad Carrousel,

and City Street.

Charles Koechlin wrote Paysages et Marines which con-

sists of twelve pieces, six each in two collections. They

are descriptive of lyric landscapes and marine sketches.

Two volumes of Dutch landscapes pictured in impressionist

style titled Tableaux des Pays-Bas was written by Alexander

Voormolen.

Before leaving the subject of painting it is inter-

esting to note a set of twelve short pieces by Richard Faith

with the title Finger Paintings.

Titles of certain compositions seem to be related to

architecture. Although the titles in this category are not

great in number, the following can be found: Two examples

are Ancient Castles written by Bernhard Van Den Sigtenhorst-

Meyer and Impressions de Notre Dame by Leo Ornstein.

Possibly an even more significant example is John Becker's

Two Architectural Impressions of 1924. As has been seen,

Mussorgsky referred to one of the architectural drawings of

Hartmann in composing his finale to the Pictures at an

Exhibition. Also in this connection, it should be mentioned

that the drawing that inspired The Hut of Baba-Yaga, typified

Hartmann's architectural style of rope patterns and carved

gables.
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The title of Erik Satie's Ogives refers to a term used

in architecture, and although The Engulfed Cathedral by

Debussy was inspired by a legend, the title allows this piece

to fall into this category. The first piece of Debussy's

Estampes, titled Pagodes, is clearly related to architecture.

As Schmitz observes,

Pagodas are consecrated temples of the Orient
and are found in India, Burma, and Indo-China as well
as in China and Japan. Their architecture exhibits
the same general tendency as do oriental dances. A
stabilized and sober base gives rise to movemented,
ornate, sinuous, and shimmering superstructures. In
looking at the score, you see this tendency reflected,
and it is full of meaning to those who have traveled
in the Orient.4 6

A relationship between the upward curve in the roofs of

pagodas and the general melodic line of this piece has been

noted.4

Many titles can be related to the art of sculpture.

The Delphic Dancers by Debussy reflects sculpture and also

related to this art is the set by Alexander Tcherepnin titled

Le Monde en Vitrine. The pieces are: The Greyhounds and

the Cow, The Crabs, The Frogs, The Weasel, and The Deer.

This set was a "composer's impressions of figurines in a

'Show-Case.,,,48

4 6 Robert E. Schmitz, The Piano Works of Claude Debussy
(New York, 1950), p. 32.

Ibid.,p. 84.

4 8 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, Inc., 1973),7. 646.
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Yves Baudrier (1906-) wrote La Dame 'a la Licorne in

1935. "The title refers to the tapestries 'The Lady and

the Unicorn' in the Musee de Cluny in Paris."4 9 Also

interesting in this connection are two sets of pieces with

the title Mosaics. These are by Denes Agay and Sven Emile

Tarp, respectively. As graphs and charts are used in the

construction of buildings, an interesting experiment related

to this took place in music. Just as an engineer would

draw a graph, Heitor Villa-Lobos "invented a system of com-

position from charts and photographs."5 0  He took the sky-

line of New York City, made a graph of it, and made the

melody of a musical composition to fit the graph. The

melodic line imitated the leaps between buildings.

Various crafts are reflected by musical titles. Among

them are Debussy's prelude for piano titled Canope, which is

the name for an antique Egyptian cinerary urn, and Le

Candflabre a, Sept Branches (The Seven Branched Candelabrum)

by Darius Milhaud. The latter was written in 1951 and is a

collection of seven pieces based on the seven Jewish festi-

vals in the Year.

As a coda, a few examples could be mentioned in which

direct allusions to the visual arts are lacking, but in

4 9 Ibid., p. 69.

5 0 Nicolas Slonimsky, The Road to Music (New York, 1947),p. 81.
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which the world of the visual is highly stressed in terms

of a title. Such titles as Miroirs, "visions," or

"reflections," are examples of this category. One example

is Maurice Ravel's Miroirs. This was composed in 1905 and

consists of five pieces: Noctuelles, Oiseaux tristes,

Une Barque sur l'oc'an, Alborada del gracioso, and La

Vallee des cloches. These pieces were all "inspired by

some sort of external image or impression."5 1  Miroirs are

tone pictures that do not exactly depict a subject, but

rather reflect it--as reflections seen through a mirror.

A set of pieces with the title "visions" is William

Grant Still's Three Visions. It might additionally be

pointed out that two of the three pieces in this set con-

tain references to degrees or shadings of light: darkness

and radiance, respectively. The titles of the set are

Dark Horseman, Summerland, and Radiant Pinnacle.

Serge Prokofiev (1891-1953) wrote in 1917 a set of

twenty short pieces titled the Visions fugitives. Several

of these numbers are thoughtful and introspective, others

outwardly descriptive. One, number nineteen, describes

a group of people during the French Revolution.

The French organist Abel Decaux (1890-1941) wrote

descriptive music for piano titled Four Clairs de Lune.

51Rollo H. Myers, Ravel Life and Works (London, 1960),
p. 157.
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It has the following sections: Minuit Passee (1901), La

Ruelle (1903), Le Cimeti'ere (1903), and La Mer (1907).

Categories of this sort lead almost inextricably into

the types of works discussed in the third chapter in which

the composer himself is seen as becoming a kind of painter.



CHAPTER III

THE COMPOSER AS PAINTER

In the majority of Beethoven's compositions there are

no ostensible elements of tone painting. At the same time

it can be said that he was not completely averse to imi-

tating the sounds of nature on occasion, as seen for example

in his Pastoral yhony. Also, there was never any doubt

of Beethoven's ability to achieve remarkable subjective or

emotional effects in his music, largely through the handling

of such elements as structure and harmony. Beethoven added

fuel to the fires of controversy raging around the separation

of the arts when he wrote: "All painting in instrumental

music, if pushed too far, is a failure."2 Such statements

could even have contributed to the early twentieth-century

idea that music should forsake all elements of tone painting.

As early as the Romantic era, in fact, there developed two

very opposite sides concerning music. One was represented

by the absolutist position, which had Lessing, Hanslick, and

Brahms as supporters. At the opposite pole was the program-

1Donald Jay Grout, A History of Western Music (New York,
1973), p. 515.

2Frederick Niecks, Programme Music in the Last Four
Centuries (New York, 1906), p. 123.
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music concept which, to mention only a few names, had as

advocates Liszt, Wagner, Berlioz, and critics such as Niecks

and Huneker.

According to Grove's Dictionary of Music and Musicians,

"Absolute music in its purest form is music which makes no

reference to the facts of life, depending for its compre-

hension, not on imitation or suggestion, but on structure

alone." It is "always instrumental: it is obvious that any

musical setting of words automatically associates it with

extra-musical notions .

Percy Scholes states in the Oxford Companion to Music

that absolute music is

a label for all that large class of music which has
been composed simply as music, without any attempt to
represent the sounds of nature or of human life, or
to follow out a scheme of emotions dictated by a poem,
a picture, etc. Thus the most part of the world's
music comes under the description of 'Absolute.'4

The Harvard Dictionary adds,

The term is used most frequently in contradistinction
to program music, in which pictorial or poetic ideas
are portrayed. It usually excludes vocal music,
especially the type in which the text clearly influ-
ences the musical language and structure. Occasionally
the term is employed in a stricter sense, excluding
not only program and vocal music but also music of a
definite emotional character (romantic music), so that
Bach and, to some extent, Mozart are considered com-
posers of absolute music.5

3Eric Blom, "Absolute Music," Grove's Dictionary of
Music and Musicians, Vol. I (London, 1954).

4 Percy A. Scholes, "Absolute Music," Oxford Companion
to Music, (New York, 1955).

5Willi Apel, "Absolute Music," Harvard Dictionary of
Music, 2nd ed. (Cambridge, Mass., 1969).
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Thus, absolute music is distinct from descriptive or

program music as it has no relationship in title, nor pre-

sumably in content, to essentially nonmusical concepts.

Absolute music, by definition, bases its appeal upon the

experiencing of pure sensations of tone and structure, and

thus is sometimes called "pure" music. To enjoy this art

the mind is not required or even expected to translate to

other sensory media. The musical effect itself is preem-

inent although there may be psychological implications. "It

is in this respect that music is considered the most meta-

physical of all the arts." 6

In absolute music, as was indicated, major emphasis

is thus placed on tonal organization through the elements

of melody, rhythm, and harmony and through formal patterns

such as the sonata and fugue. Although absolute music has

been around a long time and a large amount of music is con-

sidered absolute, the Chicago music critic Thomas Willis

disagrees with the basic premises of the "absolute" position.

He states: "I am convinced that there is no such thing as

absolute music and that the term and its adherents can do

and are doing positive disservice to the cause of music here

and elsewhere."8

6 Oscar Thompson, "Absolute Music," The International
Cyclopedia of Music and Musicians (New York, 1956).

7John Hospers, Meaning and Truth in the Arts (Chapel
Hill, N. C., 1946), p. 46.

8The Chicago Tribune, February 13, 1972.
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It is obvious that over the course of centuries some

term was needed to differentiate between the more abstract

form of music described above and the increasingly popular

style known as program music. Program music might be defined

in a narrow sense as instrumental music which is associated

with nonmusical or extramusical subject matter. This how-

ever suggests a need for a still different term which would

be broad enough to include the category of vocal music,

which--as pointed out earlier--usually does not fit into the

"absolute" category.9

Although examples of program music are found in nearly
all periods from at least the fourteenth century, it
was not until the nineteenth century that it became a
serious rival of absolute music, to the point of
ousting the latter--at least temporarily--from its
dominating position.10

According to many sources the basis for program music

is a literary text or idea. This especially explains the

vogue for program music during the early nineteenth century

when music and literature were considered to be closely

allied arts. The Oxford Companion to Music states that pro-

gram music is

music which, instead of being based, purely or pri-
marily, upon a formal scheme of contrasting themes,
development of them, repetition of them etc, is based

9Willi Apel, "Program Music," Harvard Dictionary of
Music, 2nd ed. (Cambridge, Mass., 1969).

10 Ibid.
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upon a scheme of literary ideas . . . which it seeks
to evoke or recall by means of sound.1 1

Frederick Niecks even claims that it is possible to

have program music with no title or program attached to it.

It is program music, he feels, so long as the composer had

12a program in his mind while writing. He states that "the

absence of program and title does not prove the music to be

absolute."1 3  Niecks's position can perhaps be understood

on the basis that in some cases composers of program music

have hidden their programs either out of fear of certain

critics' generally adverse reaction to this type of music

or because they themselves were affected by prevailing atti-

tudes in this regard. Weber's KonzertstUck is an example

of program music that has been presented both with and with-

out evidence of a program.

Since program music so frequently implies literature,

another term is needed to describe music that is not abso-

lute,and yet is not connected with writing. The Oxford

Companion to Music advises the term "suggestive" music or

(perhaps more suitable) the term "descriptive." 15 Grove's

11Percy A. Scholes, "Programme Music," The Oxford
Companion to Music, 9th ed. (New York, 1955).

1 2 Frederick Niecks, Programme Music in the Last Four
Centuries (New York, 1907), p. 3.

1 3 Richard Aldrich, "Program Music," The International
Cyclopedia of Music and Musicians, 4th ed.(7New York, 1946).

14 Niecks, op. cit., p. 4.

15 Scholes, op. cit.
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Dictionary states: "Between these two extremes of absolute

and imitative there lies an immense uncharted tract.1 6

Titles and other captions given by the composer may be

either generally evocative or quite specific as a means of

pointing the listener's attention in a desired direction or

eliciting a certain response. Obviously, musical com-

positions inspired by literature or art,need the explanatory

title if the composer wants the listener to see the con-

nection. Otherwise the listener could scarcely be expected

to make the literary association. Even when they do not

designate an object, titles may suggest broad subjects and

set definite moods. This usage seems to conform to what

Joseph Machlis has in mind when he says,

Music, like language, aims to communicate meaning. . . .
Language . . . possesses a grammar, a syntax, and a
rhetoric. . . . Words are concrete; tone is fluid and
intangible. A word taken by itself has a fixed
meaning; a tone assumes meaning only from its asso-
ciation with other tones. Words convey specific ideas;
music suggests elusive states of mind.1 7

"All the arts have life as their material; their pro-

duction is caused by, and would not have taken place without,

certain life-experiences."18 But the idea of attaching a

1 6 "Programme Music," Grove's Dictionary of Music and
Musicians, 5th ed., Vol.VI (London, 1954).

17 Joseph Machlis, The Enjoyment of Music (New York,
1955), p. 4.

18 John Hospers, Meaning and Truth in the Arts (Chapel
Hill, N. C., 1946), p. 40.
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meaning or object to a piece of music to make it specific

in its extramusical allusions is not the goal of all

musicians. "Serious musicians today reject . . . attempts

to chain their art to concrete images. Such images destroy

what is the unique glory of music: Its freedom from

literary--that is, from specific--meaning."19

This position is clearly adopted by the editor of the

Harvard Dictionary of Music, Willi Apel:

About 1900, many persons, particularly writers on
music, believed that in order to be understandable
music must "express something" or "tell a story."
Today such views are a thing of the past, and it is
generally agreed that music is an art in its own right,
that it must work with its own tools, and that too
great a reliance on outside program will weaken rather
than enhance a composition's artistic merit.2 0

Clearly the nineteenth-century idea of "music with a

program" is out of fashion today. This raises the question

of whether all music of a descriptive type is ipso facto

"program" music or whether it fits that category only if it

is clearly and decisively in the nineteenth-century literary

mold. Willis points out that it is "obvious" from the

Harvard Dictionary of Music "that 'absolute music' is the

best music and that all other varieties, being less inde-

pendent, are to some extent bastardized."2 1  It is

19 Machlis, p.. cit., p. 5.
2 0 Willi Apel, "Programme Music," Harvard Dictionary of

Music, 2nd ed. (Cambridge, Mass., 19697~

21 The Chicago Tribune, February 13, 1972.
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probably too early to determine whether Willis's rejection

of this purist attitude reflects a solitary individual's

outcry or the beginning of a trend.

Words and song texts are usually considered specific

in that they convey some message, set a moodor point in a

direction.22 By contrast, music per se is obviously non-

verbal in its symbolism, and therefore it is generally con-

sidered less specific in its nature, as has been seen above.

However, apparently not all writers agree in this. As one

interesting though fairly exceptional example, the composer

Mendelssohn defended the thesis that music is more specific

than words:

What any music I like expresses for me is not thoughts
too indefinite to clothe in words, but too definite.--
If you asked me what I thought on the occasion in
question, I say, the song itself precisely as it stands.
And if, in this or that instance, I had in my mind a
definite word or definite words, I would not utter them
to a soul, because words do not mean for one person
what they do for another; because the song alone can
say to one, can awake in him, the same feelings it can
in another--feelings, however, not to be expressed by
the same words.2 3

Although the term "program music" was not really used

until the nineteenth century, examples of program and/or

descriptive music are found in all periods of history. The

earliest known--and one of the most famous--examples of

music with a "program" is a composition played by Sakadas

during a musical competition during the Pythian games in

22 Hospers, op. cit., p. 79.

23 Hospers, p_. cit., p. 79.

-t&



71

586 B. C. The composition, played on the shrill double-

pipe reed instrument called an aulos, represented a fight

between the Greek god Apollo and the dragon.24 Fourteenth

century program music often included representations of

street cries, bird calls, the ringing of bells, and the

sounding of horns to illustrate or emphasize texts. These

texts were recited or sung either before or during the

musical performance.2 5

Another important century for musical description was

the eighteenth, although during the latter half of that cen-

tury, absolute idioms made a striking reappearance in the

nature of sonata form and the so-called "classic" style.

Franqois Couperin, the clavecin composer, was famous for

using descriptive titles in his music. According to

Gillespie he concentrated his creative abilities on por-

traying what he observed in nature rather than what he felt

as a person.26 This objective nonliterary type of descriptive

music is exemplified in the dozens of his pieces which evoke

images from the world of nature. These include Bees,

Butterflies, Flies, various pastoral scenes, and a piece

24 Donald Jay Grout, A History of Western Music (New
York, 1960), p. 5.

2 5 Frederick Niecks, Programme Music in the Last Four
Centuries (New York, 1907), p. 4.

26 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1965), p. 93.



72

called The Nightingale in Love. Other pieces were musical

portrayals of familiar stories of his day, such as The

Mysterious Barricades. Even portraits of his wife and

daughter were "painted" by Couperin in music.

A more truly "programmatic" work by Couperin, in five

"scenes" or "acts," is his Les Fastes de la Grande et

Ancienne Men'strandise.2 7  Other examples of Baroque program

music can be found in the work of Heinrich Johann Franz von

Biber. These are his fifteen violin sonatas representing

specific events in the life of Christ.2 8

In 1700 Johann Kuhnau published six keyboard sonatas

portraying Old Testament stories in music. Titles are indi-

cative of the range of the subject matter. Some of these are

Saul's Madness Cured by Music, The Combat Between David and

Goliath, and Hezekiah's Illness and Recovery.29

J. S. Bach ventured into the realm of program music

only during his youth. In 1704 he wrote a Capriccio sopra

la lontananza del suo fratello dilettissimo (Capriccio on the

Departure of His Beloved Brother). In it he describes

musically the conflicting emotions of family and friends as

his brother Johann Jacob prepares to go to Sweden to serve

27 Eric Blom, Grove's Dictionary of Music and Musicians,
5th ed., Vol.11 (London, 1954).

28 Grout, .op_. cit., p. 359.

29 Grout, op. cit., p. 240.



73

as oboist in the King's army. The piece is not a serious

one and it has a vein of whimsical imagery throughout.3 0

In later times musical description took on more sub-

leties and complexities. An example of this is seen in the

sometimes psychologically oriented music of Beethoven. Not

content to imitate, Beethoven made a conspicuous appeal to

the listener's emotions. With this combination of elements

he set the pace for Romantic music. His symphonies and

chamber music spoke effectively to the Romantics because,

for almost the first time in recent history, here was a com-

poser exploiting the instrumental medium as a means of

expressing the inexpressible, of saying more than words

could possibly say.31 There was of course a forerunner--

Bach. The similarities, however, between the two composers

tended to be pointed out by critics in retrospect, since

Bach's music was comparatively little known or played during

his lifetime.

The wordless--a negative thing--acquired a new,
positive value. The word--music with text--was too
definite, too rational. . . . Thus to the Romantics,
instrumental music appeared also as a manifestation of
the mystical. They turned aside from the music of the
past, which did not permit this plunge into the "depths"
and especially from the clear, witty music of Haydn,
4. . .They even lost a proper relationship to Mozart,
in spite of all their marveling at his work. They
felt, finally, that Beethoven was especially "deep"--

30 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1965), p. 131.

3 1 Alfred Einstein, Music in the Romantic Era (New
York, 1947), p. 32.
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because they did not quite understand him. Music
became a matter of withdrawal. Beethoven prepared the
way for this change.32

A familiar example of nineteenth century program music

is Hector Berlioz's Symphonie Fantastique, the music

depicting the thoughts and emotions of the story. Robert

Schumann was another typical narrator-in-music of the

Romantic period, although not a composer of truly program-

matic music. Out of his fertile imagination poured such

descriptive keyboard pieces as Album Leaves, Album for the

Young, and the Fantasy Pieces. The set of the brilliant

Kreisleriana, which consists of eight long pieces, is dom-

inated by the memory of an imaginary conductor named

Kreisler, who appears in E. T. A. Hoffmann's literary

Fantasias in Callot's style.

For descriptive music, nature is a favorite topic.

Throughout history one finds that music is replete with

examples that were derived from nature. Grout states that:

The more man's daily life became separated from
Nature, the more he became enamoured of Nature. .
For the Romantic composer Nature was not merely a
subject to be depicted. A kinship was felt between
the inner life of an artist and the life of Nature, so
that the latter became not only a refuge but also a
source of strength, inspiration, and revelation. This
mystic sense of kinship with Nature, counter-balancing
the artificiality of city existence, is as prevalent
in the music of the nineteenth century as it is in the
contemporary literature and art.3 3

32 Ibid., p. 33.

3 3 Donald Jay Grout, A History of Western Music (New
York, 1960), pp. 496-97.
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Beethoven's Pastoral Symphony is a useful example of

descriptive music inspired by nature. It suggests rural life

both by the main title and by the movement titles. These

are: Pleasant feelings which awake in man upon arriving in

the country; the second is Scene b[y the Brook; the third is

Joyous meeting of country folk; the fourth is Storm and

Tempest, and the final is the happy Song of the Peasants

.0 . .a thankful feeling after the storm. The composer him-

self however referred to this symphony as an "expression of

feelings rather than depiction."3 4

Descriptive music along with music of a clearly pro-

grammatic sort rose in popularity and frequency in the nine-

teenth century. Both kinds can be seen in the works of

Franz Liszt. In some the source is obviously literary, as

in the symphonic poem Les Preludes, based upon some verses

of Lamartine. What is perhaps less often recognized is the

extent to which Liszt's ideas also c-ame from the genres of

the visual arts, such as sculpture and painting. Liszt's

Anne'es de P'lerinage are largely descriptive. Several of

the compositions of the second volume were inspired by

works of art. A painting by Raphael, for example, was

Liszt's inspiration for Sposalizio (Wedding), and the statue

of Michelangelo's Lorenzo de Medici inspired Il Penseroso

(The Thoughtful One). In some works a combination of the

literary impetus with that of the visual arts can be seen.

34 Ibid., p. 331.
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Liszt's symphonic poem From the Cradle to the Grave emerged

through contemplation of a painting by Count Michael Zichy,

and another symphonic poem, Liszt's Battle of the Huns, is

a musical interpretation of Wilhelm Kaulbach's painting by

the same name.3 5

Some composers apparently did not consider their titles

to be very important since they first worked on producing

the music and then later added titles to their pieces. This

can be seen with 9Dme of the works of Schumann and Schubert,

and with Debussy who sometimes attached titles only at the

ends of the pieces. This allowed the listener to make his

own inferences. On the other hand there are examples of

music where composers considered their titles very important.

For instance, the Baroque composer Marin Marais evidently

set out to depict everything that happened surgically when

he wrote his Tableau de l'opbration de la taille. Also, it

would be impossible to see Couperin's Les Folies frangaises

as anything but a series of harpsichord variations if it were

not for the explanatory titles which preface each variation.36

Using the medium of music to depict directly a scene

from nature or to express his impression of a scene or person,

the composer acts as or becomes a kind of "painter." Just

as an artist captures scenes or portraits on canvas, so some

3 5 Humphrey Searle, The Music of Liszt (London, 1954),
p. 116.

36
Eric Blom, "Couperin," Grove's Dictionary of Music and

Musicians, 5th ed. (London, 1954).
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composers of instrumental music have translated their

impressions of nature or the characters and personalities

of certain individuals into music. In these instances the

composer usurps the prerogatives of the visual artist. By-

passing the restrictions of canvas and marble he expresses

his feelings about the scene or person directly in musical

terms. Insofar as music chooses to do this--and as will be

seen, there are many examples of the composer as portrait-

ist--music can hardly be called a "truly abstract" art.3 7

It is possible to find examples of music in which the

composer writes about something specific, in much the same

way as a representational painter chooses to depict a

specific or concrete object in his work. Following are

instances in which composers clearly set out to delineate

objects, individuals, animals, or activities in represen-

tational fashion. As Lockspeiser has shown, painters were

moving toward abstraction as early as the middle decades of

the nineteenth century.3 8  It would seem as though at least

a few composers were moving in a diametrically opposite

direction.

An interesting example of self portrayal--i.e., the

composer "painting" his own likeness in music--can be seen

in a work which was discussed in Chapter II: Mussorgsky's

Pictures., To connect the musical pictures together,

37 Gene Lees, "Music is Music," High Fidelity Magazine
(October, 1971), p. 3:2.

3 8 Edward Lockspeiser, Music and Painting (London, 1973),
p. 41.

I
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Mussorgksy portrayed himself strolling from one picture to

another sometimes quickening his pace--at other times

stopping--reflecting on the memory of his deceased friend.

Inserted under the sectional title, Promenade, this image of

the composer appears in different manners as a connecting

theme between the pieces. "Mussorgsky was right when he

said that his 'own physiognomy peeps out all through the

intermezzos'--they reveal a clever and intelligent face .

which reflects the objects seen, but in a form transfigured

by art." 39

Artists have of course painted portraits of people

since earliest times. Similiarly, individuals and their char-

acters have been portrayed in various types of compositions.

An example has been noted by the Hungarian composer Bela

Bartok. Between 1908 and 1910 Bartok composed a series

titled Seven Sketches Op. 9. The first piece of the set is

called Portrait of a Girl. To create a coquettish impres-

sion the same "melodic progression is harmonized with four

different pairs of triads." 4 0

Henry Cowell musically portrayed a conversation

between two Chinese people in a laundry with visual as

well as "programmatic" overtones. The dialogue qualities

are implied through contrasts of register: one voice

being set in a high pitch, and the other in a low register,

39 Oskar Von Riesemann, Mussorgsky (New York, 1920),
p. 291.

4 0 Halsey Stevens, The Life and Music of Bela Bartk,
rev. ed. (New York, 1954), p. 118.
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creating a comical picture. In this same vein Mussorgsky

described the two Polish Jews: Samuel Goldenberg und

Schmuyle in his Pictures At An Exhibition. The rich Jew

was set in the lower register of the keyboard with a bold

long phrased melody in octaves. The poor Jew was set in a

high pitch with rapid staccato notes.

Joaquin Turina (1882-1949) was a Spanish nationalist

composer. For piano he wrote two sets of Mujeres Espanolas.

The first set was completed in 1917 and the second was com-

pleted fifteen years later. The first collection contains

three pieces that are tonal portraits of "three women in

music that are authentically Andalusian in melodic and

rhythmic identity. One of the women has a classic person-

ality; another is sentimental; a third is a coquette."4 1

The moods of the music change with each picture. The

first, describing a classic beauty, uses "an Andalusian

melody accompanied by chords simulating the strummings on

a guitar." 4 2  The second piece describes a sentimental lady

with a languid melody. To portray the coquette, the music

moves with true Spanish dance rhythms.

In 1926, David W. Guion wrote Alley Tunes, (Three

Scenes from the South). The first piece is titled Brudder

Sinkiller and His Flock of Sheep.

4 1 David Ewen, Composers Since 1900 (New York, 1969),
p. 597.

4 2 David Ewen, The World of 2 0th-Century Music
(Englewood Cliffs, N. J., 1968), p. 850.
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This descriptive piece was inspired by the com-
poser's memories of a typical service in the Zion
Evangelical Baptist Church, a tumble-down, forlorn-
looking shanty at the lower end of a certain alley in
a little Southern town: Memories of the fervent
"Amens," the moans and groans from the "mourners'
bench," Brudder Sinkiller's sermon, his warnings to
the lost souls, the "breddering an' sisterin" joining
with him in song in ones, twos and threes; the "Halle-
lujahs," the "Praise de Lawds," the entire congre-
gation rising and with the utmost devotion and rev-
erence singing, as they sway from side to side, the
last verse of their chosen hymn; in short, memories of
the dramatic progress of such a strangely touching and
impressive service to its exultant final "Hallelujahs,"
the singing ending rather abruptly, as all Negro
singing does--and "church is over." 4 3

This piece contains the visual impact of standing, sitting

down, and swaying from side to side.

The second piece of this set is The Lonesome Whistler.

This is descriptive of a lonesome Negro "whistling as he

ambles down the alley in the dead of night."44

The third piece is The Harmonica Player. This por-

trays a Negro "playing, on harmonica, to his little dancing,

cut-the-pigeon-wing pickaninnies in the shadow of the cabin-

door, at the close of day."4 5

Written by Heitor Villa-Lobos was Rudepoema in 1926

for piano solo, later orchestrated in 1932. He was a good

friend of Artur Rubinstein and this piece was "intended as

a tonal portrait of Rubinstein's temperament."4 6

4 3 David Guion, Alle Tunes, (Three Scenes from the
South) (New York, 1926

44 Ibid. 4 5 Ibid.

4 6 David Ewen, Composers Since 1900 (New York, 1969),
p. 608.
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In 1936 Jean Frangaix (1912-) wrote Cinq Portraits de

Jeunes Filles. These five portraits were all musical des-

criptions. The five young ladies depicted are: La

Capricieuse (The Capricious One), La Tendre (Tender One),

La Pretentieuse (Pretentious One), La Pensive (The Thinker),

and La Moderne (The Modern One). In the collection of

Histoires by Jacques Ibert is another portrait titled A

Giddy Girl.

Francis Poulenc (1899-1963) wrote in 1936 the cycle

Les Soir6es de Nazelles. This is a theme and variations,

each of the eight variations being descriptive of one of

his friends. Of this work, the composer has written,

The variations which form the center of this
work were improvised at Nazelles during the course
of long soirees in the country where the author played
at 'portraits' with friends grouped around the piano.

We hope today that, presented between a Preambule
and a Finale, they will evoke the memory of this game
played in the setting of a Touraine salon, a window
opening on to the night.4 7

As mentioned above, a very valid example of the com-

poser as painter is the American musician Virgil Thomson,

who acted as a painter in tones when he composed his six

sets of Portraits for solo piano. As an artist draws a

portrait from real life, Thomson made his subjects pose for

him so that he could draw his portraits, as it were, "from

life."48 He wrote over 100 such sketches from 1928 on.

4 7 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1956), p. 370.

P. Glanville-Hicks, "Virgil Thomson," The Musical
Quarterly, Vol. XXXV (April, 1949), 209.
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Many of these portraits were for other media than piano,

such as orchestra or violin. In his autobiography Thomson

mentions how he first got started making these portraits.

He considered them essays in a new genre, that of musical

portraiture.

The first of these had been composed at Ascain, where
a young Spanishwoman who played the violin had asked
me to write her something. She had a way of entering
the hotel's dining-arbor with assurance, her equally
self-assured mother one step behind. . . . The mother
and daughter were not of American pattern; they were
almost like sisters, happy together, discussing but
not chattering. . . . All this plus some gesture

(Spanish gesture) I endeavored to depict in music.

After this violin composition, Thomson made other por-

traits and remarked to Gertrude Stein that the idea for

this obviously came from her.5 0  Concerning other portrait

writing, Thomson goes on to state:

An enlightenment had come to me that made portrait
writing possible. This was the very simple discovery
that the classic masters, in terms of logic and syn-
tax, did not always quite make sense. My sudden
awareness of their liberties in this regard so firmly
forced me to take up my own freedom that never again
was I to feel that I must necessarily 'know what I
was doing.' This meant that I could write almost
automatically, cultivate the discipline of spontaneity,
let it flow. . . . Making portraits of people was just
beginning to serve me . . . as an exercise not only in
objectivity but also in avoiding the premeditated. My
associates at this time were many of them fine drafts-
men, and I had often watched them finish each drawing
in one sitting. . . . I was led to try it in music.
My first efforts came out so well, both as likenesses
and as compositions, that I was sure I had discovered
something. 51

49 Virgil Thomson, Virgil Thomson (New York, 1967),
p. 123.

50 Ibid., p. 123. 51 Ibid., p. 124.
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Among the many things Olivier Messiaen (1908-) lists

as influences in shaping his career are birds, the mountains

of Dauphine, and "that which pertains to stained glass

windows and rainbows."5 2  During the years Messiaen spent

as a prisoner of war he completed an important seven-

movement composition, Visions de l'Amen, for two pianos

(1942). He also wrote Vingt Regards sur l'Enfant Jesus in

1944. Whether these pieces were written from pictures or

not is not exactly known but regard sur in the title implies,

"to cast one's eyes upon." Visions de l'Amen was introduced

in Paris on May 10, 1943, by the composer and Yvonne Loriod

who later became his second wife. Davidson Taylor described

this work as "full of the music of bells." 5 3

Some musical portraits in the twentieth century have

taken on an admittedly psychological cast. Lord Gerald

Tyrwhitt Berners (1883-1950) wrote Trois Fragments Psych-

ologigues. These, rather than being portraits of specific

persons, are rather three representations of psychological

states of mind: Hate, Laughter, and Sighing.

In 1951 H. Owen Reed wrote a suite titled Three

Nationalities. Those portrayed are El Muchacho, Le Sonneur,

and Mr. Jazz.

In three movements is Types by Pierre-Octave Ferroud:

Vieux Beau, Bourgeoise de Qualite, and Businessman.

52 David Ewen, Composers Since 1900 (New York, 1969)
p. 367.

5 3 Davidson Taylor, "Paris Thaws Out to Music," Modern
Music, (March-April, 1945), 198.
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The subject of portraiture is, of course, a vast and

diversified one. The fascinating world of children and the

stories and objects that entertain them are musically depicted

in such works as the Scenas Infantis by Octavio Pinto,

the two sets called Prole do Bbe' by Villa-Lobos, and

Children's Corner by Debussy.

Perhaps one could also mention Maurice Ravel's Pavane

pour une Infante d6efunte, which he wrote in 1899 and later

transcribed for orchestra. In a statement made in 1925,

Ravel linked this work with the style of the Spanish court

painter Velasquez.

Do not attach to the title any more importance than
it has. Do not dramatize it, it is not a funeral
lament for a dead child but rather an evocation of
the pavanne which could have been danced by such a
little princess as painted by Velasquez at the Spanish
court.54

Debussy's Children's Corner is the simple evocation of

a child's charming world. This volume was written between

1906-1908 and was dedicated to Chou-Chou, his daughter.

In the first piece, Doctor Gradus ad Parnassum, one
can easily imagine a child seated at a piano confronted
with the ever-present exercises of Mr. Clementi. The
ponderous rhythms in Jimbo's Lullaby make a wonderful
cradlesong for a toy elephant. Serenade for the Doll
is a tribute to a little girl's most cherished
possession. Snow is Dancing describes what the child
sees as she looks out the window at falling ice
crystals. Another toy is brought to mind with The
Little Shepherd, while a mechanical wind-up toy is

5 4 Victor I. Seroff, Maurice Ravel (New York, 1953),
p. 54.
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perhaps the object described in Golliwog's Cake-Walk,
a grotesque dance concluding this visit into childhood
scenes and reveries.5 5

Heitor Villa-Lobos (1887-1959) wrote in 1918 the first

set of Impressionistic pieces titled Prole Do B'b6 (The

Baby's Family). These pieces are descriptive of a child's

toys and dolls.

The Porcelain Doll introduces this family. Its
music is appropriately fragile. . . . The second is
the Paper Doll. . . . The Clay Doll is the third,
which is immobile and cumbersome--a true musical des-
cription of clay. The Rubber Doll, bounces joyously
along on a folk tune. Next comes the Wooden Doll in
which restless and frolicsome sixteenths transport with
verve and dissonance. The Rag Doll which follows, is
very plaintive. Polichinello is the seventh doll,
scintillating chromatically and clowning throughout.
The eighth and last is the Witch Doll, singing her
song of doom in an ever-rising frenzy of threats to
the end.56

His second series (1921) also titled Prole do B b' consisted

of The Little Animals. The pieces in this set are: The

Little Paper Bug, The Little Cardboard Cat, Toy Mouse, Rubber

Dog, Wooden Horse, Tin Ox, Cloth Bird, Cotton Bear, and The

Little Glass Wolf.

Also descriptive of dolls are the five pieces written

by Oscar Lorenzo Fernandez (1897-1948) titled, Dolls. This

was written in 1945. In 1946 he wrote a collection titled

Yaya, The Doll. The three pieces were titled: Dancing

Yaya, Dreaming Yaya, and Jumping Yaya.

55 Gillespie, op. cit., p. 344.

56 Heitor Villa-Lobos, Prole do Bebe (New York, 1918).
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Cyril Scott (1879-1970) wrote Impressions from Kiplingt s

Jungle Book in 1912. The Compositions of this set are

titled The Jungle, Dawn, Rikki-Tikki-Tavi and the Snake,

Morning Song in the Jungle,, and Dance of the Elephants.

Also descriptive is his set of pieces titled Zoo Animals

for Piano. The animals portrayed are the elephant, squirrel,

bear, monkey, snake, giraffe, tortoise, and rhinoceros. This

was copyrighted in 1930.

Animals have been a source of inspiration to composers,

as to other artists. In this sense, the Scott works pro-

vide a useful example. As mentioned earlier, Poissons d'or

(Goldfish), could be Debussy's description of "real goldfish

in a real goldfish bowl." 57 Some sources attribute the

inspiration for this composition to a piece of oriental lac-

quer work on which goldfish were painted. In this case

the piece is a portrayal of fish swimming in a stream.58

Also titled Poissons d'or is a piano solo by Lord Berners.

Animal Pictures by Rudolph Ganz (1877-1972) is a suite

of twenty piano pieces describing various animals ranging

from snakes to fleas. This was written in 1932.

Onomatopoeia--already defined as "naming objects

or actions by more or less exact reproduction of the sound

associated with it," enters strongly into certain examples

of musical portraiture.59 These examples have neverthe-

less been included when clearly visual elements are

present as well. In the Mikrokosmos by Bela Bartik is

57 Ernest Hutcheson, The Literature of the Piano (New
York, 1966), p. 312.

58 Ibid., p. 312.

59Webster's New International Dictionar of the English
Language, 2nd ed.7(Springfield, Mass., 1955).
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a piece titled From the Diary of a Fly. His comment about

this work reveals his descriptive intention:

I wanted to depict the desperate sound of a fly's buzz
when getting caught in to a cobweb. The fly is telling
the story as he writes in his diary. He was buzzing
about and didn't see the spiderweb. Then he is caught
in the web (agitato 'woe, a cobweb'). But he manages 60
to get himself free before he is eaten and he escapes.

Six Animal Fables, Opus 38, was written in 1942 by

Jacobo Ficher (1896-). These were "short descriptive barn-

yard pieces including an arrogant rooster, a humble hen, a

pussy cat, a nanny goat, two sparrows and some bears." 6 1

Night's Music, is one of the descriptive pieces in the

set Out of Doors by Bartok. This has blurred "sounds of

pianissimo cluster-chords, each introduced with a gruppetta

of three notes, as a background, against which are heard the

twitterings, chirpings, and croakings of nocturnal crea-

tures.,62 This piece would lend itself to onomatopeia as

at night one would be using his ears in absorbing ideas

rather than his eyes.

The music of the French composer Messiaen has already

been mentioned in connection with a religious subject, the

infant Jesus. In the 1950's Messiaen became extremely

60 John Weissmann, "Bartok's Piano Music," Be'la Bartio'k--
A Memorial Review of his Life and Works (New York, 1950),
p. 187.

6 1 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, Ind., 1973),P. 232.

6 2 Halsey Stevens, The Life and Works of Be'la Bart6k,
rev. ed. (New York, 1964), p. 135.



interested in the sounds, voices and songs of birds. He

devoted much of his time to studying bird songs and met

regularly with an ornithologist. As a result of this study,

in 1953 he wrote a piano concerto, Re'veil de Oiseaux. This

piece contains some 30 different bird songs.63

Also written exclusively for piano, and again on the

subject of birds, was the Catalogue d'Oiseaux, which he

introduced in Paris in 1959. The concerto is in seven

books and there is a list of birds and a verbal description

of each in the music.6 4

For harpsichord Jean Franpaix wrote in 1957 a suite

titled L'Insectarium. This set portrays the personalities

of such insects as the ant, ladybug, centipede, etc.

Touching on several categories is Jacques Ibert's

set of ten descriptive Histoires, which have become very

popular among pianists. Some of the titles are: The

Little White Donkey, A Giddy Girl, In the Sad House, The

Abandoned Palace, The Crystal Cage.

In 1969 Ned Rorem, an American composer (1923-), wrote

for harpischord Spiders. The music is very chromatic, con-

stantly moving, and the texture could be described as creepy

and crawling.

63 David Ewen, Composers Since 1900 (New York, 1969),
p. 366.

64 Ibide, p. 366.
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Composers have on occasion described games or various

outdoor activities in their music. One example is Nicholas

Slonimsky's Musical Chess Game. In this work spatial pat-

terns are equated with musical procedures:

The pawn moves two spaces, and the melody moves two
degrees of the scale. The knight jumps obliquely, as
knights do in chess, and the melody moves an aug-
mented fourth up. When the bishop dashes off on a
diagonal, the music imitates the move by a rapid
scale passage.6 5

There are interesting examples of music describing

various outdoor activities by Ives, Satie, and Barto'k, as

well as many pieces of a pedagogical nature by relatively

lesser composers.

Charles Ives (1874-1954) wrote a piece called The Anti-

Abolitionist Riots in the 1830's and 1840's realizing only

after publication in 1908 that his title would be misleading.

A note was later added in the score which stated: "For

Anti-Abolitionist read Abolitionist." The title often

printed today is simply The Anti-Abolitionist Riots. This

work was

an attempt to reflect the spirit and courage of someAmericans, like Garrison, Whittier and others, whostood up and fought the Anti-Abolitionists in the18 30's and 1840's. The phrase at the beginning and
end is a short prayer for freedom.66

6 5 Nicolas Slonimsky, The Road to Music (New York, 1947),p. 80.

66 Charles Ives, The Anti-Abolitionist Riots in the1830's and 18 40's. (NewYork, 1949).
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Ives was very active in sports when young, to the

extent of having played on the Yale ballteam. He composed

two incomplete sketches for a 'take-off,' one being des-

criptive of a baseball game titled Giants vs. Cubs. The

other sketch was titled Yale-Princeton Game which was a

"wedge-formation piece: notes set on paper like men on the

football field--one note runs around left end for a loss,

etc.,67

Erik Satie (1866-1925), wrote Sports et Divertissements

in 1914 on the eve of the first World War. This work con-

sists of twenty sketches begun by Satie March 14, 1914.

"The Parisian firm of publishers . . . were looking for a

composer who would accompany an album of the score of

drawings by an artist called Charles Martin illustrating

various sports."6 8  The set includes such pieces as The

Sea-Saw, Hunting, Fishing, Yachting, Bathing, Carnival, Golf,

Racing, Picnic, Water Shoot, Fireworks, Tennis, etc. In the

original edition of music (De Luxe) are the corresponding

drawings by artist Martin.

Anthony Donato wrote Recreations. This includes the

pieces: The Surfboard, The Motorboat, A Whim, Table Tennis,

and The Squirrel Cage.

Written for piano in 1926 was a cycle of five des-

criptive pieces by Bela Bartok titled Out of Doors. They

67 Henry Cowell, Charles Ives and His Music (New York,
1955), p. 219.

6 8 Rollo H. Myers, Erik Satie (London, 1948), p. 87.
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are: With Drums and Pipes, Barcarolla, Musettes, Night's

Music and The Chase.

Out of Doors depicts extra-musical sensations, and
states of mind conditioned by outside influences. A

parallel with the pictorial arts might be helpful
towards comprehending their character: the main con-

cern of the plein-artists was to investigate Nature
in terms of light-values, and by so doing they created

a revolution in painting; Bartk explored the sound-
values relating to external actuality and created--at
least in one piece--a substantially unique type of
music. Indeed, The Night's Music was the first crys-
tallization of that delicate tissue of flickery motifs
with which Bartok's name will henceforth be associated.
No less interesting are the other pieces, especially

the logic of their multiform rondo designs the alter-
nating stanzas of which are mostly variations of one
and the same paragraph. Thus in The Chase the last

section is a variation of the first; and its persisting
leading-note pedal, on which the entire piece is built,
is a remarkable stroke of invention.6 9

One hundred and fifty three pieces make up Bartok's

Mikrokosmos, written between 1926 and 1937, originally

intended for his son. "Mikrokosmos is a compendium of

Bartokian music in both the artistic and the technical

,70
sense." This collection includes every element in his style

and ranges from easy to the most complex. In short, it is a

"collection of models in composition." 7 1  Several of the

descriptive pieces have titles evocative of social activ-

ities, among those most notable being Village Song and Big

Fair. The latter consists of voices moving in broken

thirds and fourths in contrary motion which creates an

6 9John Weissmann, Bela Bartok--A Memorial Review of His

Life and Works (New York, 1950),p. 67.

70 Ibid., p. 68,. 7 1 Ibid., p. 68.



92

atmosphere of excitement. Another work in this set, titled

Wrestling, is a picturesque struggle between tones of a

minor second. With both hands in unison one voice is tied

while the other continues.72 Boating is a descriptive piece

in unusual tonality with repetition which gives a feeling

of the monotonous motion of the water.7 3

A perennial subject of composers has been nature. As

Impressionistic painting sought to translate the impression

of light on objects through various hours of the day or

reflections mirrored in a pool, music in the Impressionist

style frequently took on similar goals. The Impressionist

composers sought to give nature "a soul, a will and person-

ality."7 4  Their compositions projected various aspects of

nature, such as rain, wind, fog, water, or the more usual

scenes of pastoral and rural life.

It is worth noting that depictions of nature were

popular among a group of composers prior to the Impres-

sionists. In some cases these works had an influence on

later composers. Franz Liszt (1811-1886) was a typical com-

poser of the Romantic age who exerted a strong influence on

later composers. His piano compositions include many pieces

that are descriptive. The first volume of Annees de

Pelerinage was inspired strictly by nature scenes from his

72 Ibid., p. 141. 73 Ibid., p. 161.

E. Robert Schmitz, The Piano Works of Claude Debussy
(New York, 1950), p. 16.
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visits to Switzerland. The second volume was inspired by his

visits to Italy. Each piece in this second set was taken

from a painting, song, poem, sculpture, or other work of art.

The third book of Ann6es de Palerinage was written

between 1867 and 1877. From this set of seven, three pieces

are descriptive of his autumn days spent at Villa d'Este--

a place he knew well.

For three whole days in September 1877 he spent every
hour of sunlight and as much of night as was made
visible by the moon in admiration of the cypresses.
They obsessed his thoughts to the exclusion of all
else and two of the piano pieces in the third volume
of Annees de Pelerinage are the results of this. A
third piece, Les Jeux d'eaux A la Villa d'Este an evo-
cation of the fountains and the noise of waters in that
lovely garden, is perhaps even better than its two
sisters.75

Edvard Grieg (1843-1907) originally had desired to

become a painter, but turned to portraying scenes with tones.

Many of his works were inspired by nature. While all of his

compositions are evocative it is clear that after 1867 they

were even more so, since they were titled, a device which

became useful as a guide to his music. Up till 1867 Grieg

had not applied descriptive titles to any of his single

pieces, but from now onwards he gave a distinctive title to

everything he wrote for the piano. The fact that his works

were titled "indicates he needed a definite image from which

to develop his musical structure."7 6

75 Sacheverell Sitwell, Liszt (New York, 1956), p. 278.

76 Gerald Abraham, Grieg (Norman, Okla., 1950), p. 47.
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Among the piano music that portrays scenes or moods

is Pictures from Folk Life Opus 19. This is a suite of

three pieces written from 1870-1871. The pieces are

Mountain Dance, Norwegian Bridal Procession, and From the

Carnival.

Grieg also composed ten sets of Lyric Pieces which

would fall in various categories. The first set, Opus 12,

was written in 1867, the second set, Opus 38, in 1883. In

this second set is the piece Berceuse, which is suggestive

of the memory of his only child and her death. This set

also contains two pieces which represent Norwegian folk

life: Springdans (Spring Dance) and Halling (Fling Dance).

Set seven, Opus 62, was written in 1895. Homeward Bound

was written from anticipation and excitement, and another

fine piece of this set is The Brook. Set eight was written

in 1896, Opus 65. One of the pieces from this set is the

familiar Wedding-Day at Troldhaugen. Set nine is Opus 68,

1898. Evening in the Mountains is very descriptive of

scenery and silence. The last set of this group of Lyric

Pieces was written in 1901, Opus 71. In every set one will

find excellent pieces descriptive of a mood or scene.7 7

It is interesting to note that Claude Debussy like

Grieg also once desired to become a painter. Later he gave

77 John Gillespie, Five Centuries of Keyboard Music
(Belmont, Calif., 1956), pp. 287-88.
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up the idea of painting and turned his thoughts and talent

toward music.78 Debussy was very close not only to nature

but also to the painters and symbolist poets of his time.

He visited the house of Mallarmi and attended the discussions

in the cafes of Paris. His music is intimately connected

79
both with poetry and with painting. Sharing the theories

of artists, Debussy was able to parallel these theories,

incorporating them into music for the first time. As in art

and literature, Debussy had the power to create in sound the

impressions of the eye whether these impressions were seen

directly or in his imagination. As Impressionism in painting

captured the trait of an object in a glance, so, Debussy's

Impressionism attempted to do this in music. In this

regard, however, he was not so much concerned with the

object depicted as with the impression of the object which

the listener or spectator would have. He developed the

whole-tone scale and produced chords that gave blurry,

exotic effects, and produced the impression of color and the

play of light and shade on an object. Translation of the

visual into music was possible in this manner, so long as

the subject matter itself called for it. The subjects were

frequently those of Impressionist painting itself--landscapes,

78 Oscar Thompson, "Debussy," The International Cyclo-
pedia of Music and Musicians, (1946), 413.

7 9 Edward Lockspeiser, Music and Painting (London,
1973), pp. 16-17.
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water, figures of plastic art, or recollections of distant

lands.80

Piano works of Debussy that contain descriptive material

are the Suite Bergamasque, the Estampes, the Children's

Corner, and the two books of Preludes.

Suite Bergamasque (1890) contains the piece Clair de

lune which is descriptive of the atmosphere of a calm moon-

lit night. Guido Gatti said of this very visual piece of

music:

What airy flowering of arpeggios ascends the keyboard
to leap up again like a fountain jet which scatters
its water on the air, then relapses into calm again in
solid tonic and dominant undulations on which the
theme spreads out ample, sonorous, expressive.81

Estampes (1903) consists of three pieces: Pagodes, La

soiree dans Grenade (Evening in Granada), and Jardins sous

la pluie (Gardens in the Rain). As mentioned in Chapter II,

this may have been inspired by actual prints, since the

title means "prints."

Evening in Granada is a nocturne which was inspired by

Spanish music. It is descriptive of a Spanish city "with

82its Moorish backgrounds as dusk descends." There are five

short varied themes which are accompanied with rhythm of a

80 Guido M. Gatti, "The Piano Works of Claude Debussy,"
The Musical Quarterly, Vol. VII (1921), 441.

8 1 David Ewen, The Complete Book of 20th Century Music
(New York, 1952), p. 88.

82 Ewen, op.-cit., p. 87.
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habanera. One can hear in the distance the strumming of a

mandolin. Manuel de Falla stated:

The force of imagination concentrated in the few pages
of 'La Soiree dans Grenade' approaches the marvellous
when it is borne in mind that they were written by a
stranger guided almost exclusively by the visions of
his genius . . . here it is Andalusia itself that we
see; truth without authenticity, so to speak, since
there is not a bar directly borrowed from Spanish folk-
music and yet the whole piece to its smallest detail
is redolent of Spain.83

Gardens in the Rain is suggestive of dripping raindrops in

a storm, the sun coming out through the mist and then the

grass being jeweled through sunlight.

The first book of Preludes includes the piece Voiles

(Sails). Concerning this composition it was stated: "If

you insist on reading something deeper into it, think of

Turner's paintings and etching of boats in the haze of the

English Channel as a mental stimulant.,84

Le Vent dans la plaine (Wind in the Plain), is a

musical picture of

wind gliding over the grass fastening on the bushes
tumbling the hedges and sometimes in the young ardor of
the morning with a more brisk breath bowing the
springing corn with a long trembling wave.85

8 3 Manuel de Falla, "Claude Debussy and Spain," The
Chesterian (January, 1921), 355.

8 4 Ernest Hutcheson, The Literature of the Piano (New
York, 1966), p. 314.

8 5 David Ewen, The Complete Book of 20th Century Music
(New York, 1952), p. 90.
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A perfect creation of atmosphere is noticed in Les Sons

et les Parfums tournent dans l'air du soir. (Sounds and

Perfumes Are Turning in the Evening Air).

Des Pas sur la neige (Footsteps in the Snow) has a two-

note motive that could be suggestive of a person treading in

the snow on a wintry night.

The second set of Preludes contains three pieces com-

posed to create an atmosphere. These are: Brouillards

(Mists), Feuilles mortes (Dead Leaves), and Bruyeres (Heaths).

Feux d'artifice (Fireworks), also from this second set,

is a very pictorial and realistic piece. There is a fleeting

reference to the Marseillaise to suggest a Bastille day

celebration. The sweeping arpeggios and allied figures are

suggestive of musical fireworks.86

Composers have written music from visual impressions

that could be catalogued according to various seasons.

Examples are Debussy s Footsteps in the Snow and Sails, two

pieces which would make one think of winter and summer,

respectively. Peter I. Tchaikowsky wrote twelve character-

istic pieces after the twelve months in the year. This was

titled The Seasons. Each piece in the set corresponds with

one of the twelve months, but also contains additional pro-

grammatic allusions. The titles are: By the Hearth,

86 Ibid., p. 92.
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Carnival, Song of the Lark, Snowdrop, Starlit Night,

Barcarolle, Song of theReaper, Harvest Song, Hunter's Song,

"Troika" (Sleigh-Ride), and Christmas.

An influential American composer was Edward MacDowell

(1861-1908). His piano music reflects his interests and the

inspirations that nature gave to him.

He loved to seize a passing impression or inspiration
and express it in music before it faded from his mind.
Nearly all his pieces are musical photographs of the
fancies of an impressionable and sensitive imagination.8 7

MacDowell's suites include: Woodland Sketches (1896),

Sea Pieces (1898), New England Idylls (1902), and Fireside

Tales (1902).

Woodland Sketches consists of ten pieces which show the

author's ability to create atmosphere. To mention only a

few: From an Indian Lodge reflects the picture of an Indian

pow wow scene. To a Water-Lily is a beautiful lyrical

impression of a flower floating peaceful in the water--some-

thing disturbing it, and then its return to the smooth. A

Deserted Farm paints a picture of a cherished old country

home that was once filled with joy. It is now deserted,

very lonely and quiet. Told at Sunset is characteristic of

a tale that might be told at the end of a day. This piece

acts as an epilogue in that it contains two themes from

other pieces in the set.

87 Albert E. Wier, The Piano (New York, 1940), p. 167.
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Sea Pieces, Opus 55, was first published in 1895. Each

piece is headed by a verse of the composer's own writing

and the original edition includes these verses. The second

number of this set is the piece From a Wandering Iceberg.

On one of our voyages returning from Europe we were
sitting on deck one evening just before the sun went
down. Suddenly we saw the rays strike what looked like
a great white cathedral. We immediately sensed the
anxiety of the sailors near us. They pointed out to us
this beautiful vision, explaining, 'That's an iceberg.
It is very dangerous; not what you see above the water
but what is under water. It can destroy ships.'

Slowly the sun went down and immediately what had
seemed so beautiful took on a threatening aspect. We
could see it slowly moving through the ocean, coming
closer and closer, until finally we passed it safely
and it disappeared noiselessly in the distance. The
relief was felt by everyone, but the mystical beauty8 8of the iceberg remained forever in MacDowell's mind.

Starlight suggests the calmness and beauty of a sea at

night. Nautilus is typical of a little voyage: "an uncanny

boat trip in quiet water." 8 9  From the Depths and In Mid-

Ocean are full of power and strength, suggestive of the

ocean.

The ten pieces of the New England Idylls are extremely

suggestive of scenes in New England. Each is headed with

writings of MacDowell. Some of the sketches are: An Old

Garden, Mid Summer, Mid Winter, In Deep Woods, To An Old

White Pine, From Puritan Days (being suggestive of the New

England founders) , and From a Log Cabin. From A Log Cabin

88 Edward MacDowell, Sea Pieces (Boston, 1898).

89 John F. Porte, Edward MacDowell (London, 1922), p.
131.
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creates an atmosphere of "a quiet evening in the woods with

a slow setting sun in the west."90

MacDowell found New England so inspiring he wished all

artists could enjoy such a haven by visiting and working

around similar peaceful conditions. His wife made this

dream possible, turning their property into a mecca for

artists after his death.

Fireside Tales is a collection of six pictures. One

interesting work is A Haunted House. This opens with a very

dark mood and develops into a wild fortissimo with a ghost-

like effect. Forest Idylls, Opus 19, was first published in

1884. The third piece in the set, Moonshine, portrays the

atmosphere of a quiet night in the country with its mood

hitting the solemn traveler.9 1

Maurice Ravel (1875-1937) grew up in the center of

artistic activities in Paris. His music shows not only an

influence of other composers but of ideas from all areas and

walks of life. He was very well read in poetry, spent a

lot of time discussing literature, and enjoyed smoky night-

clubs and cafes with other artists.9 2

He was considered more classical at heart than other

composers of his time. He followed classic rules quite

9 0Ibid., p. 152. 91 Ibid., p. 72.

9 2 Victor I. Seroff, Maurice Ravel (New York, 1953),
pp. 24-26.
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often, fitting his ideas into a tonal framework like a

musical architect. Although he was considered classical in

some respects, Ravel did ascribe an important place to

intuition in composing.

I have always felt that a composer should put on paper
what he feels and how he feels it irrespective of what

the current style of composition may be. Great music,
I have always felt, must always come from the heart.

Any music created by technique and brains alone is not

worth the paper its written on.93

Jeux d'eau, translated Playing Fountains, was composed

in 1901 and was dedicated to Gabriel Faure. "A line from a

poem 'a river god laughing at the water as they caress him'

stirred Ravel's imagination and impelled him to write a des-

criptive piano piece..94 Ravel described it by stating:

Jeux d'eau is at the origin of whatever pianistic
innovations my works may be thought to contain. This
piece inspired by the noise of the waters and the
musical sounds immented by fountains, waterfalls and
streams is based on two themes, on the model of the
sonata first movement but without conforming to the
classical plan of key relations.9 5

Scott Joplin (1868-1917) was a "cental figure" in an

American national art--ragtime. He helped develop this

music not only in shape but in spirit as well.

For piano he wrote a descriptive piece of music titled

The Cascades. Its subject is

93 K. B. Sandved, "Ravel," The World of Music, Vol. III
(New York, 1962) , 1115

94 David Ewen, The Complete Book of 20th Century Music
(New York, 1952), p. 312.

9 5Victor I. Seroff, Maurice Ravel (New York, 1953),
p. 66.



103

the Cascade Gardens, the notable watercourse of foun-
tains, lagoons, and cascades that was a central feature
of the Fair. . . . It . . . flows and ripples while

building an infectious swing. . . . In performance this
work seems naturally to tend towards a gradual accel-
eration. . . . The first theme has an ascending
arpeggio . . . in sixths. . . . The Cascades clearly
indicates its composer's ability, while continually
refining his material, to retain undiminished the 96
earthy vigor and native force of black folk-elements.

Of the piano music of the French composer D6odat de

Se'verac (1873-1921), much is of a descriptive nature. Hinson

writes that these deal mainly with "events and local places

in his native Languedoc." 9 In 1904 he wrote "a suite of

five pieces depicting scenes and events" in his hometown.

This was titled En Languedoc.

Among the piano works of the Spanish composer Isaac

Albeniz is the suite Iberia, from 1906-1909. This consists

of twelve tonal pictures in four volumes, all of which are

based on Spanish scenes, landscapes or moods.

Iberia catches the spirit and soul of Spain down to
its subtlest nuances and most elusive colors. Rich
in imagery, varied in backgrounds, deft in the pro-
jection of atmosphere, sensitive in evoking sounds
and smells, Iberia is truly Spain set to music.9 8

Another description of Iberia was written by Claude

Debussy in a bulletin of the Soci6te Internationale de

Musique. Of one of the pieces he writes,

96 Vera Brodsky Lawrence, The Collected Works of Scott
Joplin, Vol. I (New York, 1971), p. xxviii.

97 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, Inc., 1973)7,p. 599.

9 8 David Ewen, The World of 20th Century Music
(Englewood Cliffs, '.~J., 196-8, p. 3.



104

Eritana, from the fourth volume, describes the joy of
mornings, the propitious encounter of an inn where the
wine is cool. . . . Never has music attained such
diverse, such colored impressions; the eyes close as
if dazzled by having seen too many images.

There are many other things in these volumes of
Iberia, where Albeniz has put the best of himself and

carried his scruples of 'writing' to exaggeration by
this generous need which went to the point of 'throwing

the music out of the windows.'99

The twelve pieces of this set are: Evocacion, El

Puerto, Fete-Dieu _ Seville, Rondena, Almeria, Triana,

El Albaicen, El Polo, Lavapies, Malaga, Jerez, and Eritana.

Manuel de Falla (1876-1946) is esteemed as being one of

Spain's greatest twentieth century composers. As a lover of

his country, he interpreted the history, culture, people,

and geography of Spain in music. In 1908 his Pieces

Espagnoles were completed. There were four numbers in this

set: the third is titled Monta~esa, subtitled Landscape.

This piece:

refers to a portion of Castille lying between Asturias
and the Basque country. The music at the beginning
is marked quasi-campani to imitate gently tinkling
cattle bells that are softly echoed later on.100

In 1919 he wrote the Fantasia Brtica. This piece is

considered an "extended portrait of the southern region of

Spain from which the composer drew so much of an inspiration

and stimulation."101

99 John Gillespie, Five Centuries of Keyboard Music

(Englewood Cliffs, N. J., 1968), p. 3.

100 Gillespie, op. cit., p. 324.

lOlEwen, OP. cit., p. 262.
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Joaquin Turina wrote a collection titled Contes

d'Espagne (Tales of Spain). This was in two sets, 1918,

1928. In each there are seven pictures. The first piece

of the first set was "created from the composer's visions."1 0 2

One is taken to the Tower of Clavero where troops can be

heard marching. Other pieces of these sets tend to be des-

criptive also.

Mario Castelnuovo-Tedesco (1895-1968), an Italian neo-

Romantic composer, wrote for piano in 1920 Cipressi.

Behind Castelnuovo-Tedesco's home in Florence there
stood a row f majestic cypress trees, tracing the rise
of a hill. Glancing out of his window one day in 1920,
the composer was so impressed by this vista that he
decided to interpret it musically in a short piece for

the piano.1 03

Many years later he arranged this piano piece for the

orchestra and it was introduced in this form in 1940.

Many countries inspired the writing of music either

through the composer's loyalty to their own habitat or

because of the element of fascination in exotic places.

In 1888 Vincent d'Indy (1851-1931) wrote Tableaux de Voyage,

Opus 33. These are thirteen descriptive travel pictures.

They were "written to commemorate d'Indy's travels in the

Black Forest and along the banks of the Rhine." 1 0 4

10 2 Gillespie, op. cit., p. 325.

10 3 Ewen, pp. cit., p. 155.

10 4 Maurice Hinson, Guide to the Pianist's Repertoire
(Bloomington, Inc., 1973),jp 332.
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John Ireland (1879-1962) was at work from 1917-1920

on the three London Pieces which are descriptive of exploring

life in that city. Another set by Ireland is Decorations.

These were his recorded impressions of a holiday spent in

Jersey.

Camille Saint-Saens was inspired to write Souvenir

d'Italie and Souvenir d'Ismaili. Sir Arnold Bax was a

travel-loving English composer. The piano pieces May Night

in the Ukraine (1911), Gopak (1911), and In A Vodka Shop

(1915), were all his recorded impressions of his visit to

Russia in 1910. Among the piano works of Darius Milhaud is

Saudades do Brazil. This is in two books from 1920-1921 and

the pieces are memories of his journeys through that country.

L'Automme, a set of three pieces written in 1932 were

Milhaud's impressions from his trip to Madrid. Travel

Diaries written in 1961 by Malcolm Williamson is a set of

five books descriptive of Sydney, Naples, London, Paris,

and New York. Emerson Whithorne (1884-1958), who was

basically an Impressionist, wrote a suite of piano pieces

titled New York Days and Nights (1923). This was later

orchestrated for large and small orchestras.

The orient has been an inspiration for many composers.

Besides the d'Indy work already mentioned, there is Ancient

China, a collection of four pieces, written by Bernhard

Van Den Sigtenhorst-Meyer. A broad range of color and
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and delicacy evokes the oriental spirit in The Willows are

New by Chou Wen-Chung (1923-) written in 1957. Also asso-

ciated with the orient is the lotus flower. An impres-

sionistic compositionfor the piano is Lotus Land written

by Cyril Scott.

Also descriptive of exotic places is Cyril Scott's

Egypt: Five Impressions. In 1956, Hans Eric Apostel (1901-)

wrote Suite Concise, Opus 24. This is "descriptive serial

writing. Switzerland is the inspiration for this work in

seven movements." 10 5 They are: L'Arriv!e, La Promenade,

La Maison, Les Salutations, Probl'me Dodecophonique ,Le Vin

et les Poissons, and Le Depart. A Orillas del Duero was

written by Carlos Pedrell in 1922. This is a "colorful

suite of four pieces depicting musical pictures on the out-

skirts of Duero." A suite which could easily be used for a

painting is La Siesta written by Carlos Guastavino. The

three pieces in this set are: El Patio, El Sauce, and

Gorriones.

Elie Siegmeister (1909-) wrote Sunday in Brooklyn in

1946. These are five American scenes: Prospect Park,

Sunday Driver, Family at Home, Children's Story, and Coney

Island.

Florida is a descriptive suite of five movements by

Leo Sowerby (1895-1968). The pieces are: River Night,

I0 5 Ibid., p. 17.
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St. Augustine, Cypress Swamp, Sun-Drenched Palms, and Pines

at Dusk. He also wrote From the Northland. This was

"Sowerby's impressions of the Lake Superior area converted

in musical expression.,,106

Nature was so idealized in the nineteenth-century that

it is not surprising to find many poets, musicians, and

artists drawing their inspiration from rural life. Only in

recent times does one find artists consistently choosing to

deal with urban scenes. The evidence of a change in this

regard can be seen in examples of music which shifts the

attention occasionally from the country to the city. One

such example is a collaborative suite for piano by the two

composers George Cory and Douglass Cross, titled The City

by the Bay. Copyrighted in 1970, the suite consists of

five movements: The Morning Fog, Little Cable Cars, I'm

Going Home, The Blue and Windy Sea, and Your Golden Sun.

As city life comes more into focus, such subject

matter as the noises of city life, factories, and des-

criptions of the various means of transportation appear also.

Some rare examples of this change of interest and emphasis

occur as early as the mid-nineteenth century.

10 6 Ibid., p. 615.
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Charles Valentin Morhange (1813-1888), also known as

Alkan, wrote an etude for piano titled Chemin de fer, Opus

27. This is a "graphic representation of a steam engine."1 0 7

Most other examples date from more recent time. Arthur

Honegger (1892-1955) was a member of the "French Six." He

wrote an orchestral piece titled Pacific 231 and also wrote

a small pianistic counterpart of this orchestral piece for

the piano. This was titled Scenic Railway, written in

1931.108 In commenting on the larger form of this pictorial

piece, Honegger reported that this was an attempt to trans-

late into music both "the visual impressions made by the

locomotive, and the physical sensation of it."

The (Great) Crush Collision March is an example of des-

criptive music by Scott Joplin. It was written in 1896 and

dedicated to the M. K. & T. Railway. This march "describes

a train wreck that, quite possibly, had recently occurred."1 0 9

The Great Crush Collision March is a multi-theme piece
with the trio constituting a descriptive section that
abounds in musical sound-effects. Speed is conveyed
by treble chords over a rapid chromatic bass, with the
narrative printed between the staves: "The noise of
the trains while running at the rate of sixty miles
per hour." Then: "Whistling for the crossing," with
piercing discords; then "The train noise," followed
once more by "Whistle before the collision," conveyed

10 7 F. E. Kirby, A Short History of Keyboard Music
(New York, 1966), p. 355.

10 8 Ibid., p. 395.

1 0 9 Vera Brodsky Lawrence, The Collected Works of Scott
Joplin, Vol. I (New York, 1971), p. xviii.
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by even more frantic discords higher up. Then comes

"The Collision," a crashing fortissimo chord in the

bass.1 1 0

In conclusion, a definite interest in portrayal on the

part of composers can be seen to be an important part of the

music written during the past hundred years. The writer

would like to suggest, in completing her survey, that the

desire for unification as opposed to separation of the arts

may be a growing tendency. It could possibly be characterized

as a distinction between many German and French composers

and writers. Of course it has been seen that from the outset

of the Romantic period several German composers tended

to give a program to their music. The French had another

tendency.

The American music critic Royal S. Brown has noted an

almost ingenuous tendency among the French to observe the

family of the arts as a single rather than a divided

phenomenon. In a recent article in High Fidelity magazine

he remarks upon the unique way in which the French regard

the arts.

Glancing back at the various works already mentioned,
it's apparent that a large number are bound up in

extramusical references. This strong tendency in

French music to make use of a pretext--as opposed to

a "program"--results more from French artists' general
awareness of all the arts rather than from a desire

to tell a story.11 1

11 0 Lawrence, op. cit., xviii.

illRoyal S. Brown, "Since Debussy and Ravel," High

Fidelity Magazine, XXIII (September, 1973), 57.
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A statement first presented in this Chapter seems

appropriate by way of closing.. The remark by Thomas Willis

of the Chicago Tribune is perhaps more important than one

might have thought upon a first impression. It seems worth

repeating here: "I am convinced that there is no such thing

as absolute music and that the term and its adherents can do

and are doing positive disservice to the cause of music here

and elsewhere."1 12

1 1 2 Chicago Tribune, February 13, 1971.
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